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VICTORIA 
DE LOS ANGELES 


with the London Symphony Orchestra conducted by 
FISTOULARI. Canto a Sevilla—Turina 
ALP1IG5 


with Orchestra of the Opera House, Rome conducted by 
GIUSEPPE MORELLI. Arias from “‘La Bohéme” ; 
““Mefistofele” ; ‘‘La Cenerentola” ; ‘‘Cavalleria Rusticana” ; 
“La Wally”; “Ernani”; and “Otello” 

ALP1206 


with Guitar accompaniment by RENATO TARRAGO 
Seventeen Traditional Songs of Spain, 

arr. G. Tarrago 

ALP1085 


VICTORIA DE LOS ANGELES 
with 
GERALD MOORE 


7 Canciones populares espafiolas—Falla 
Collecién de Tonadillas—Granados 
Clavelitos—Valverde 

BLP1037 


aN * 


conducting the Philharmonia Orchestra 


Siegfried Idyll — Wagner 
Romeo and Juliet, Fantasy Overture 
Tchaikovsky ALP 1086 


Symphony No. 6 (‘Pathétique’)— Tchaikovsky ALP 1042 
Symphony No. 4 in D Minor — Schumann Bip 1044 
Symphony No. 1 in C Minor — Brahms acp 1152 


La Mer — Debussy 
Le Martyre de Saint Sébastien 
(Fragments Symphoniques) — Debussy ALP 1228 


conducting the La Scala Orchestra, Milan 
Symphony No. 5 in E Minor — Tchaikovsky 
ALP 1001 


conducting the N.B.C. Symphony Orchestra 


Symphony, Mathis der Maler — Hindemith Bip 1010 
Symphony in D Minor — Franck AvP 1219 


Y 2 


“HIS MASTER’S VOICE’ 
LONG PLAY 333 R-P-M RECORDS 


“HIS MASTER'S VOICE” 
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conducting ‘VIENNA PHILHARMONIC ORCHESTRA 
Beethoven's: Symphony No.! ile 


\ conducting BERLIN PHUILHARMONIE ORCHESTRA s , u U RA cH E RKASSKY \ 


~~ 
| Leonora Overture , No2 
4 AvP i324 | THE PHILHARMONIA ORCHESTRA \ 


/ cnetnetast by HERBERT MENGES | ; 


a piano Concerto No2 i G minor — 
es PROKOFIEV 
—* mh. HAROLD JACKSON // 


\ Concerto for piano, trumpet and strings- 


[ WILHE(M FURTWANGLER | \ 








SHOSTAKOVITCH 
Nee 
\ 
ee i ell 
HOROWITZ \ \ 


plajs 3 works by Chopin | 


| 
Andante ainleho & Grande Polonaise brill ante 


Nocturne No.l5 in F ‘minor 
Scherzo~Nol in B minor 


BLP 1079 
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LONG PLAY RECOF 


EFREM KURTZ / 


oe THE PHILHARMONIA ORCHESTRA | 


Ballet i “Souvenir - Barber Y io. 
ane 
‘The Golden Age” — Shostakovitch RRY BLECH 


conducting LONDON MOZART ftA VERS 








a" 


\| BLP 1060 
\ Haydn's “London” Symphony 
y and Mozarts “Paris” _Symphony 
‘ CLP 1055 
i en 
F Mm." 
_ CAMERON 
wich 
GERALD MOORE 


Sohgs from Butterworths 


"A SHROPSHIRE LAD” cycle Y aly, © 
and — including MARGHERITA CAROSIO 
"BREDON HL” t CARLO ZAMPIGH 


DLP 17 
\ 


*FA+OM 


"{ PESCATORI DI PERLE” "MANON" 
— “LUCIA DI LAMMERMOOR" 


and UAMICO FRITZ" 


. V 0 | Cc _* ALP 1353 
)S 


Operatic Arias oe aa 


"res 
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THE PHILHARMONIA ORCHESTRA 
Conducted by HERBERT MENGES 
Concerto No. 23 in A, K.488 
Concerto No. 24 in C Minor, K.491 
ALP 1316 
Conducted by OTTO ACKERMANN 
Concerto No. 15 in B Flat, K.450 
Piano Solo: Sonata No. 11 in A, K.331 
ALP 1194 


BEETHOVEN 


Sonata No. 3o in E 
Sonata No. 8 in C Minor, “* Pathétique ” 
ALP 1062 


Sonata No. 14 in C Sharp Minor, “‘ Moonlight” 
Sonata No. 26 in E Flat, ‘‘ Les Adieux”’ 
BLP 105! 
With THE PHILHARMONIA ORCHESTRA 
conducted by ANDRE CLUYTENS 
Concerto No. 2 in B Flat BLP 1024 
Concerto No. 4 in G_ BLP 1036 
With THE PHILHARMONIA ORCHESTRA 
conducted by HERBERT MENGES 
Concerto No. 5 (‘‘Emperor”’) ALP 1300 


THE GRAMOPHONE COMPANY LTD. (RECORD DIVISION) 8-!1 GREAT CASTLE STREET, LONDON, wt 
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history books and be thoroughly ‘ Russian ’. 
But of Russian music in the Balakirev 
sense there is little. Glinka’s style varies 
surprisingly. The Fairies’ Dance begins 
like rather poor 19th century salon music, 
but when the time changes to ‘ adagio’, 
the oboe and ’cello solos suddenly transport 
us into the world of Swan Lake, and one 
realises for the first time who was Tchai- 
kovsky’s model. The very original Oriental 
Dance that follows is an early Russian 
attempt at an ‘ Asiatic’ style, while the final 
Dance of the Wizards is like nothing else 
I know. Coupled with the vigorous 
Weber-like overture, this suite certainly has 
plenty of variety. I thought it a pity that 
the trio of the Wizards’ Dance came round 
a second time; there is nothing in the 
vocal score to suggest that Glinka wanted 
this, and this unusual little piece would be 
the better for less repetition. The playing 
by the L.S.O. is very good indeed, and 
though it has not perhaps quite the sizzling 
quality of the Philharmonia on the other 
side, there is not much in it. The four 
overtures played by the latter are delight- 
fully varied and brilliantly played. The 
quality of the recording is first-rate. A 
very attractive disc. R.F. 


CHAMBER MUSIC 


BACH, C. P. E. Concerto in C minor 
for Piano and String Orchestra. 
HAYDN. Concerto in F major for 
Piano and String Orchestra. Mar- 
guerite Roesgen-Champion (piano), 
Orchestre de la Société des Con- 
certs du Conservatoire de Paris 
conducted by Arthur Goldschmidt. 
Felsted RL 89005 (12 in., 39s. 74d.). 
At any rate on my review copy, this disc 
falls below an acceptable standard of 
recording, so far as the piano tone is 
concerned. The playing of the veteran 
French pianist, harpsichordist and com- 
poser, is tasteful and musical, without being 
particularly distinguished. She is fairly well 
supported in the outer movements, but in 
the Largo of the Haydn Harpsichord 
Concerto (played on the piano) she and the 
conductor work so little together as to 
suggest an obstinate little dog pulling 
against its lead. The C. P. E. Bach Concerto 
is an interesting work, particularly in the 
wide-ranging and expressive Adagio, but it 
is not given a very poetical performance. 
A.P. 


BARTOK. String Quartets—Volume I. 
Quartet No. 1 in A minor, Op. 7. 
Quartet No. 2 in A minor, Op. 17. 
Vegh String Quartet. Columbia 
33CX1245 (12 in., 39s. 74d.). 


Coupled as above : 


eas — (12/55) ABL3064 
ua @1:; 


Hirsch Quartet (8/53) TM8 

_ | should start by saying that I have had 

time to hear each team’s performances, the 
Vegh’s and the Juilliard’s, only once 
through, which is not enough to afford basis 
for more than interim comment. And most 
trcsomely, from the point of view of 
d:cccting readers to one or other of the rival 
vesions, I prefer the Hungarian players in 
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No. 1, but the Amercans in No. 2. With 
No. 1 it is chiefly a question of recording. 
The players, as L.S. pointed out, are 
excellent, but the recording is several years 
old, and sounds it beside the brand new 
Vegh one. So the viola recitative sounds 
more fervent in the new disc, the “ pedal ” 
E’s in the finale more exciting, and the tone 
generally more forward, brilliant and open 
—and more beautiful. I think the Juilliards 
are actually a little more suave in their 
reading of the finale, but this may be due 
only to the more confined recording. 


The second side of the Philips disc, how- 
ever, is better recorded than the first, and 
I find so much more warmth and lyricism 
in the Juilliards’ handling of the wonderful 
first movement that I turn without hesi- 
tation to this rather than the more prosaic 
account of the Veghs. In the Allegro molto 
capriccioso the Americans are actually the 
more fiery and vital, and they lead a 
listener through the tricky paths of the 
finale a shade more confidently than do the 
Veghs. Both series, the Philips and the 
Columbia, will no doubt run parallel now 
through the Quartets Nos. 3-6, and there 
will be opportunity for further discussion. 

AP. 


FORNEROD. Le Voyage de Printemps. 
Orchestre de Chambre’ de 
Lausanne conducted by Victor 
Desarzens. 

GAGNEBIN. Trio in D major for 
Flute, Violin and Piano. Georges 
Auréle Nicolet (flute), Hansheinz 
Schneeberger (violin), Walter Lang 
(piano). Decca LX 3148 (10 in., 
2gs. 64d.). 

The latest disc sponsored by the Swiss 
League of Composers brings us two com- 
posers of the same generation whose 
upbringing was partly the same and who 
are both directors of Swiss conservatoires. 
Aloys Fornerod was born in 1890, studied 
at the Schola Cantorum in Paris, and is 
now director at Fribourg. His music is 
described in the sleeve-note as “unaffected 
by romanticism and _  impressionism— 
definitely classical in spirit” : I would 
call Le Voyage de Printemps (a suite of five 
movements, three of them in dance forms) 
civilised, thoroughly professional music, 
without however much claim to originality, 
and largely pastoral in character, as 
befits a work based on verses of Theocritus. 
The small orchestra here plays honestly if 
with no great subtlety ; but the tone of the 
first clarinet (e.g. in the Nocturne) is none 
too seductive. 


Henri Gagnebin, four years older than 
Fornerod, studied in Lausanne, Geneva 
and Berlin besides the Schola Cantorum, 
and for the last thirty years has been 
director of the Geneva Conservatoire, 
where he has organised the now famous 
international music competitions. His 
Trio reveals technical ease and a fastidious 
taste. He handles his difficult chosen 
medium well—the canonic interplay of the 
Overture is charming, and there are many 
attractive moments in the long Passacaglia 
(especially near the end); the Finale is 
less spontaneous. The three artists play 
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well, both individually and collectively : 
the recorded tone is realistic, though the 
piano is somewhat wan. 


GRIEG. Sonata No. 1 in F major for 
Violin and Piano, Op. 8. Sonata 
No. 3 in C minor for Violin and 
Piano, Op. 45. Mischa Elman 
(violin), Joseph Seiger (piano). Decca 
LXT 5113 (12in., 39s. 74d.). 

Elman clearly belongs to the old- 
fashioned virtuoso school, with all its 
virtues and vices. He plays as though he 
thinks the public always pays to hear the 
performer rather than the composer, and 
plays so well that he almost convinces one 
that this attitude is still valid. He is scarcely 
aware, it would seem, that his pianist has 
anything of interest to contribute, and 
disdains the subsidiary role when the 
composer has been so thoughtless as to give 
the piano the tune. Some of his rubato 
** accompaniments ”? make nonsense of the 
pianist’s melody. His tempi are sometimes 
capricious in the extreme, and he has a 
worrying trick of hesitating on bar-lines— 
as for instance in the second movement of 
the F major Grieg sonata, and in the last 
movement of the C minor. And yet, with 
all his faults, his stream of beautiful tone is 
much to be admired. 

The recording engineers also seem to 
think that the piano is a subsidiary instru- 
ment in these sonatas, and they have 
balanced it accordingly. Towards the end of 
the F major there is rather a lot of surface 
noise on my copy ; elsewhere the quality is 
fairly good. I had always thought the 
C minor by far the best of Grieg’s three 
violin sonatas, but on this record the 
F major, with its many reminiscences of 
Schumann, sounds fresher and more 
attractive. 


HAYDN. 


String Quartet No. 77 in 
C major, Op. 76, No. 3, “Emperor”. 
Koeckert Quartet. D.G.G. DG16026 
(10 in., 29s. 64d.). 

The deletion of the two Nixa versions of 
the Emperor Quartet leaves the field clear 
for a newcomer, appearing very happily at 


the right moment to fill the gap. It is a 
version uncomplicated, too, by questions 
of backing ; though it is a lack of compli- 
cation somewhat expensively bought, as the 
work, in its LP versions, has previously 
always been complete on a single twelve- 
inch side. 

The Koeckert Quartet play soundly and 
cleanly, giving a classical performance that 
is wholly acceptable. The slow movement 
of the Emperor Quartet is of course its focal 
point; the variations on Haydn’s own 
Gott erhalte Franz den Kaiser (the Austrian 
National Anthem intermittently from 1797 
until, so far, 1946) are sustained and 
beautiful, demanding an _ expressiveness 
that the Koeckert players seem to prefer to 
hold in reserve, perhaps fearing to risk any 
over-romanticism. They may, of course, 
be very right; and the classical playing 
they do offer has its own beauty. Elsewhere 
the playing is wholly effective. 

The recording is faultless. So is the 
balance, though the second violin and viola 


D 
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do not always seem over-eager to take their 
rightful place in the sun. An occasional 
suspicion of mildly faulty intonation, on 
side one only, is almost certainly due to 
this copy of the record having a slight 
swing on that side. None of these draw- 
backs is remotely serious enough to qualify 
a recommendation of the issue, which is 
timely, and presents Haydn very acceptably. 
M.M. 


LALANDE. Sinfonies pour les soupers 
du Roy. 

RAMEAU. Musique de ballet—Les 
Paladins: Suites Nos. 1 and 2. 
Orchestre de Chambre desConcerts 
Lamoureux conducted by Pierre 
Columbo. London L’Oiseau-Lyre 
OL 50106 (12 in., 39s. 74d.). 

The first thing to get sorted out is that 
the Lalande pieces here are not identical 
with those on TWVog1092, which were, I 
understand, arranged by Alex Cellier: this 
is another suite, arranged by Roger 
Désormiére and published by the Oiseau 
Lyre Press. The fifth number, Fanfare, is, 
however, omitted from this disc (though it 
is shown on the label, causing confusion to 
the recording engineers, who have tried to 
add up the number of movements right and 
have made a wide scroll after the first move- 
ment of the following Rameau suite). Once 
all this is understood, we can sit back, start 
again, and listen to the music as such. 
Delightful it is too, and excellently played, 
especially by the wind. The contrast with 
the flat-footed progress of the Paris Collegium 
Musicum’s selection is striking, and indeed 
this alert, vital approach is much more a 
prerequisite in the performance of early 
music than any amount of mere “ authen- 
ticity ’’. Authentic in the strict sense this 
suite is certainly not—the instrumentation 
has been changed, and there is no continuo ; 
but the arrangement has been made with 
taste and musicality. 

Désormiére uses the same kind of arrange- 
ment for his two suites from Rameau’s 
comédie-ballet of 1760, Les Paladins. Here the 
playing is more uneven ; the liveliness is 
still much in evidence in the Entrée trés gave 
of Suite 1 and the good rhythmic grip in the 
Trés vif finale of Suite 2, but elsewhere there 
are occasional untidy moments, and in the 
Gavotte of Suite 1 the strings aren’t really 
trying to play piano (though it is true that 
this movement has been recorded at a 
higher level than the rest). I noticed slight 
distortion on sf chords in the Minuet of 
Suite 1. In general, though, this issue gives 
much pleasure, and I find quite delicious 
the unusual Sarabande of Suite 2, with 
poignant flute sighs interjected above the 
strings. 


KHACHATURIAN, KAREN. Sonata 
for Violin and Piano, Op. 1. 
PROKOFIEV. Sonata No. 2 for Violin 
and Piano in D major, Op. 94. 
David Oistrakh (violin), Vladimir 
Yampolsky (piano). Columbia 33CX 
1342 (12 in., 39s. 74d.). 
Prokofiev Sonata No. 2: 
Ricci, Bussotti (10/53) LXT2818 
All the qualities for which Oistrakh has 
rightly won admiration from the general 
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musical public of late—despite his fame 
inside Russia and to connoisseurs elsewhere, 
he has only recently been allowed to make 
world tours—are in evidence on this record. 
The unfailing beauty of tone, the unruffled 
security of technique, the maturity and 
solidity which mark him as one of the 
world’s great violinists can all be studied 
here in the repertoire for which he himself 
has largely been the inspiration. The 
Prokofiev sonata, indeed, in its present 
form (it was originally for flute) was 
transcribed by the composer with Oistrakh’s 
assistance. ‘There is already an excellent 
performance on disc of the work, that by 
Ricci and Bussotti, and the differences in 
interpretation here are _ interesting: 
Oistrakh’s tempo for the first movement is 
slightly steadier, his reading more romantic, 
than Ricci’s, and the climax is better 
developed: this is partly due also to 
Yampolsky’s admirable collaboration, and 
though the piano tone is warmer (more 
pedal, for one thing) it is always clean. A 
steadier tempo and a weightier approach 
are adopted in the finale too—the poco 
meno mosso subject is taken a good deal 
slower than by Ricci. These differences, of 
course, are matters of taste, and it would be 
difficult to choose between the two per- 
formances. I adhere to my previously 
expressed opinion that Ricci and Bussotti’s 
scherzo “‘ could scarcely be bettered by any 
other violin-and-piano team ”: in this new 
version, though the scherzo has great 
vitality and drive, there is some disinclina- 
tion to play really piano. The recording is 
rather more veiled in tone than Decca’s, 
which I found much less acceptable in 1953 
than I do now: is it I who have changed, 
or merely my equipment ? 

The other sonata is not by the Khacha- 
turian we know, but his nephew Karen, 
born in 1920. I must confess to a complete 
ignorance of his music ; even on the man 
himself I can find nothing but what is 
included in the sleeve-note. It is an 
agreeable work, plumbing no great depths, 
and like most Opus Ones makes its deriva- 
tions fairly obvious ; but it is well written, 
and Oistrakh’s presentation of it does the 
composer proud. L.S. 


SCHUBERT. Trio No. 1 in B flat 
major, Op. 99. Victor Schidler 
(piano), Henry Holst (violin), Erling 
Bléndel Bengtsson (’cello). H.M.V. 
BLP 1077 (10 in., 29s. 64d.). 


Carnegie Trio (4/52) CLP703 
Fournier, Janigro, Badura-Skoda 
(10/54) WLP5188 


There is no straightforward, simple choice 
to be made between the new version of 
Schubert’s B flat Trio and the Nixa one on 
WLP5188. Henry Holst, a violinist well 
known here who returned to his native 
Denmark two years ago, joins with two 
compatriot colleagues in an affectionate, 
carefully rehearsed performance, and of 
course the result is most enjoyable to listen 
to. ‘One glance at Schubert’s Trio,” 
Schumann wrote, “‘ and the troubles of our 
human existence disappear and all the 
world is fresh and bright again.” 

But when we come to compare the new 
H.M.V. with the Nixa, then the Danish 
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playing seems just a shade colourless, lacki: 
in character. Player for player, Badur 
Skoda’s handling of the piano part is mo: 
imaginative than Schidler’s, Jean Fournier 
intonation is more reliable than Holst’s ar 
his line purer, and Janigro establishes hin:- 
self as character in the three-cornered co) - 
versation—while Bengtsson is often seli- 
effacing to the point of dullness. 

The Nixa performance, however, occupi:s 
two 12-inch sides, and so is more expensiv«. 
It is accorded a more immediate, bright«r 
recording than the other, but has sone 
uncomfortable passages, whereas the H.M.\’. 
is comfortable and consistent throughout. 


awe 1G 


SCHUBERT. Quintet in C major, Op. 
163. Isaac Stern (violin), Alexander 
Schneider (violin), Milton Katims 
(viola), Pablo Casals (’cello), Paul 
Tortelier (’cello). Philips ABL 3100 
(12 in., 38s. gd.). 
Hollywood Quartet, Reher 


/ 
Amadeus Quartet, Pleeth (9/53) (H) CLP 10.6 
Vienna Konzerthaus, Weis (6/54) WLP 5033 


A group of stars collected together for 
chamber music—how often the idea has 
occurred to impresarios as a means of 
attracting the public to what is still the 
least generally popular type of music, and 
how often has the result been a disappoint- 
ment because soloists often lack either the 
integrity and discipline to submit their 
own contributions to a common end, or 
the rehearsal time to achieve true unity of 
thought! The present group is certainly 
stellar, but differs from others of its type 
by being less fortuitous than most, directed 
as it is by an outstanding musical figure 
whom all the players admire and to whom 
all gracefully cede leadership. A_per- 
fectionist of Casals’s stature, with his 
humility to his art, was the right person to 
take charge of the performance—as a 
conductor in Barcelona he was noted for 
the way he actually taught his musicians-— 
and from the result his veneration for 
Schubert’s masterpiece is apparent. Taken 
as a whole, this is an deeply satisfying 
interpretation—except for a continual loss 
of momentum in the finale which makes the 
movement too heavily introspective ; but 
the beauty of tone, the sensitivity of phrasing 
and the unanimity of ensemble are constant 
sources of delight. The recording is a little 
veiled, compared with that of the Amadeus, 
but is rounder than the Hollywood team 
received. Small flaws there are, to be sure 
—Stern is suddenly off pitch in a couple of 
notes in the Adagio, and one mustn’t mind 
Casals grunting as he plays, as if in imitation 
of Slam Stewart ; but it is impossible not to 
place this issue in a class of its own. L.S. 


(1/52) CTL 7011 





International Recording Plan 

Further to the article by Sir Steuart 
Wilson, which appeared under the above 
title, in the July, 1955 issue of Tie 
GRAMOPHONE we have been advised thiit 
the Secretary of the National Mus: 
Committee (48 Gloucester Place, Londo»), 
W.1) has now taken over the organisatio’) 
of the Subscription Recording Schemes ou - 
lined in Sir Steuart’s article. 
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Shostakovitch Violin Goncerto 
ABL 8101 (12” Red) 


THE TIMES, 24TH FEBRUARY 1956— 


The Shostakovitch Violin Concerto 
was played for the first time in this 
country at the Festival Hall last night 
by David Oistrakh, to whom it is 
dedicated . . . it was so enthusi- 
astically received that the finale was 
repeated. Mr. Oistrakh’s playing 

was of consummate mastery . 

an intoxicating display of virtuosity’. 


This brilliant record follows the 
remarkable success of Shostakovitch’s 
10th Symphony—again a first record- 
ing on Philips ABL.3052 (12” red) 





TWO RECENT RECORDINGS BY SIR THOMAS BEECHAM, BART. 


WITH THE ROYAL PHILHARMONIC ORCHESTRA 


DELIUS Sea Drift-Bruce Boyce (Baritone) with the B.B.C. Chorus 


Paris—a nocturne 
ABL.3088 (12” red) 


MOZART Symphony No. 39 in E Flat Major. K.543 
Symphony No. 40 in G. Minor, K.559 


ABL.3094 (12” red) 


Previously issued: 
Che ‘Haffner’ and the ‘Linz’ Symphonies 
ABL.3067 (12” red) 





CO} PHILS @Arginse98) Sc 











SAINT-SAENS 


MASCAGNI 


LEONCAVALLO 


SMETANA 
FLOTOW 


DEBUSSY 


VIRTUOSO 
RECITAL 
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Danse Macabre, Op. 40 

Le Rouet d’Omphale, Op. 31 

The Philharmonic-Symphony Orchestra 

of New York 

conducted by DIMITRI MITROPOULOS 
ABE.10008 (7” red) 


Cavalleria Rusticana 
“Voi lo Sapete” and Intermezzo 
GRE BROUWENSTIJN (Soprano) 
I Pagliacci 
“Vesti la Giubba” and Intermezzo 
FRANS VROONS (Tenor) 
The Hilversum Radio Orchestra 
conducted by PAUL VAN KEMPEN 
NBE.11018 (7” green) 


The Bartered Bride — Overture 
Martha — Overture 

The ‘‘Wiener Symphoniker” 
conducted by WILHELM LOIBNER 
NBE.11019 (7” green) 


The Bronze Horse — Overture 
Masaniello — Overture 

The Lamoureux Orchestra 
conducted by JEAN FOURNET 
NBE.11021 (7” green) 


Children’s Corner Suite 
HANS HENKEMANS (Piano) 
NBE.11020 (7” green) 


Sabre Dance (Khachaturian) 
Polichinelle (Rachmaninov) 
Prelude, Op. 12, No. 7 (Prokofiev) 
Pavane (Gould) 

Boogie the Woogie (Gould) 
Allegro Barbaro (Bartok) 

COR de GROOT-(Piano) 

NBE 11016 (7” green) 


SOME 


CASALS 
Prades Festival Orchestra 
Sant Marti Del Canigo 





FAVOURITE 





Cant Del Ocells 
Nana 


E-P°s 





ABE. 10004 (7” red) 


PREVIOUSLY 
FRANCESCATTI 





Artur Balsam (Piano) 
Francescatti Encores 


RELEASED 








(Kreisler, Massenet, Chabrier) 
NBE.11010 (7” green) 


VVUVVY 
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e-p’s 


BRUNO WALTER 
conducting the 
New York Philharmonic- 
Symphony Orchestra 
Hungarian Dances, 
Nos. 1, 3, 10 & 17 (Brahms) 
ABE.10002 (7” red) 


RABIN 
Zigeunerweisen, Op. 20 (Sarasate) 
Perpetual Motion, Op. 11 
(Paganini) 

Perpetual Motion (Novaéek) 
NBE.11003 (7” green) 
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SCHNABEL DUO 
Polonaises - Op.61, No.1; 
Op. 75, No. 2 (Schubert) 

Epigraphes Antiques 
(Nos. 1, 2 & 4) (Debussy) 
NBE.11004 (7” green) 


BOYD NEEL ORCHESTRA 
Waltz from Serenade for Strings 
in C Major, Op. 48 
(Tchaikovsky) 
Notturno for String Orchestra, 
Op. 40 (Dvorak) 

Im Volkston (Grieg) 
NBE. 11006 (7” green) 
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TCHAIKOVSKY 


SAINT-SAENS 
THOMAS 


SCHUBERT 


JOSEF STRAUSS 


SCHUBERT 


DELIBES 


BIZET 


DANIEL BARENBOIM 
Variations, K.265 (Mozart) 
Capriccio, Op. 5 (Mendelssohn) 
Intermezzo, Op. 119 (Brahms) 
NBE.11013 (7” green) 


Sonatine, Op. 13, No. 1 
(Kabalevsky) 
Seven Preludes, Op. 34 
(Shostakovitch) 
NBE.11014 (7” green) 


Sonata in B Flat Major, Op. 17, 
No. 6 (J. C. Bach) 
Sonata in B Flat Major 
Sonata in G Major 
(G. B. Pergolesi) 
NBE.11015 (7” green) 

















Serenade for Strings- 
Elegy and Finale 
THE BOYD NEEL ORCHESTRA 
conducted by Cedric Dumont 
NBE.11022 (7” green) 


Samson and Delilah — Bacchanale 
Raymond — Overture 

The Lamoureux Orchestra 
conducted by JEAN FOURNET 
NBE.11023 (7” green) 


Standchen, Op. 135 
La Pastorella 
Spharenklange Waltz 
THE VIENNA BOYS CHOIR 
NBE.11025 (7” green) 


The Pearl Fishers — Leila’s Cavatina 
Carmen — Micaela’s aria (Act IIT) 
PIERRETTE ALARIE (Soprano) 
The Lamoureux Orchestra 
conducted by Pierre Dervaux 
NBE.11024 (7” green) 


Rosamunde, Op. 26- 
Entr’acte No. 3 in B Flat Major 

Ballet Music No. 2 in G Major 

The Hague Philharmonic Orchestra 
conducted by WILLEM VAN OTTERLOO 
NBE.11026 (7” green) 


Sylvia — Intermezzo 
Coppelia — Théme Slave Varié 

L’Arlesienne — Minuetto and Carillon 

The Lamoureux Orchestra 

conducted by JEAN FOURNET 

NBE.11027 (7” green) 

We are continuing our well-established 

E.P. Series of top quality recordings, which 
represent the shorter classical works at the most 
economical prices 


PHILIPS Siren Ying 
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SCHUBERT 





HAVE 
YOU 
HEARD 

THESE 
RELEASES 
YET ? 


MENDELSSOHN 








. DEBUSSY 
BRAHMS _ Symphony No. 2 in D Major, 

Op. 73 

Variations on a Theme by 

Haydn, Op. 56a 

BRUNO WALTER conducting 

The New York Philharmonic- 

Symphony Orchestra 

ABL.3095 (12” red) 





GOUNOD Faust. CHOPIN 
Eleanor Steber, Eugene Conley, 
Cesare Siepi, Frank Guarrera, 
Margaret Roggero, Thelma 
Votipka, Laurence Davidson 
The Metropolitan Opera Chorus 
and Orchestra 

conducted by FAUSTO CLEVA 
Available in special presentation box 


ABL. 3096/7/8 (3 12” red) 


ROUSSEL 


TCHAIKOVSKY 


BEETHOVEN _ Fidelio. Florestan’s Ario; 


The Prisoners’ Chorus 
WEBER Der Freiscbutz— 
Max’s Aria; 
The Huntsman’s Chorus 
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Quintet in C Major, Op.163 
Isaac Stern (Violin); 
Alexander Schneider (Violin); 
Milton Katims (Viola); 

Pablo Casals (Cello); 

Paul Tortelier (Cello) 
ABL.3100 (12 red) 


Symphony No 3 in A Major, 
Op. 56 (‘Scotch’) 

Symphony No. 5 in D, Op. 107 
(‘Reformation’) 

The New York Philharmonic- 
Symphony Orchestra 
conducted by 

DIMITRI MITROPOULOS 
ABL.3082 (12” red) 





se TEED 


Piano Music, Vol 1 

(a) 12 Preludes (Book 1) 
ROBERT CASADESUS 

(b) Six Epigraphes Antiques 

(Four Hands) 

(c) En Blanc et Noir (Two Pianos) 
(b) & (c) all played by ROBERT 
and GABY CASADESUS 
ABL.3081 (12” red) 


24 Preludes, Op. 28 
COR de GROOT (Piano) 
ABR.4042 (10” red) 


Bacchus et Ariane, Op.43 
The Lamoureux Orchestra 
conducted by 

JEAN MARTINON 
NBR.6031 (10” green) 


The Sleeping Beauty, Op. 66 
ANDRE KOSTELANETZ 
and his Orchestra 

NBL.5027 (12” green) 





Euryanthe— 

Adolar’s Aria 

FRANZ VROONS (Tenor) 

with The Vienna Chamber Choir 
The ‘Wiener Symphoniker’ 
conducted by.- - 

WILHELM LOIBNER 
NBR.6027 (10” green) 


Violin Concerto in D, K.211 
Violin Concerto in A, K.219 
(‘Turkish’) 

ARTHUR GRUMIAUxX (Violin) 
The ‘Wiener Symphoniker’ 


MOZART 





LONG-PLAYING RECORDS 





conducted by 

BERNHARD 
PAUMGARTNER 

ABL.3099 (12” red) 


Philips Electrical Ltd. Gramophone Records Div. 179-185 Gt. Portland St., London, V: 1 


Philips are world-renowned makers of Radiograms, Record Players and Record Play: '% 
Equipment incorporating the famous Philips “‘Featherweight” Pick-Up. 
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INSTRUMENTAL 


BEETHOVEN. Piano Sonata No. 29 in 
B flat major, Op. 106, “ Hammer- 
klavier ”. Wilhelm Kempff (piano). 
D.G.G. DGM18146 (12 in., 39s. 74d.). 


Gulda (1/52) LXT2624 
Horszowski 

Backhaus 

Appelbaum (5/55) WLP5150 


Wilhelm Kempff is in the front rank of 
Beethoven players, and in the ‘‘ Hammer- 
klavier ”” only Horszowski and Backhaus 
(of the pianists listed above) can compete 
with him. Kempff is an intellectual, as 
opposed to Gulda, who relies almost 
entirely on his phenomenal technique. He 
is less impetuous than Horszowski or 
Appelbaum, notably in the first and last 
movements, and I think myself he is a little 
too restrained in the opening pages of this 
sonata. The tempi of this first movement is 
anybody’s guess ; Kempff chooses rather a 
slow one and the music is interesting 
enough but a little unexciting. He really 
comes into his own in the slow movement, 
which he takes at a less leisurely tempo than 
most people, showing an absolute grasp of 
its structure and its poetic content. I found 
his playing most moving, and I do not 
think I have heard a better performance of 
either this movement or the fugue. He takes 
the latter very steadily, and constantly 
surprises by bringing out details of part- 
writing that I (in company with the 
pianists listed above) had not noticed 
before. He has firm, controlled finger 
technique, and seems never in any danger of 
smudging the more difficult passages. The 
piano quality on this record is excellent, 
better for instance than on the Backhaus disc. 
If you want a more dashing performance 
Horszowski is your man, but I am inclined 
to prefer Kempff. In every way this is a 
very fine record. R.F. 


BEETHOVEN. Sonata No. 21 in c 
major, Op. 53, ‘“‘ Waldste 
Sonata No. 32 in C minor, Op. 111. 
Solomon (piano). H.M.V. ALP 1160 
(12 in., 39s. 74d.). 

Sonata No. 21: 

Backhaus (6/51) LXT2532 
Gieseking (10/53) $9C 1056 
A. Fischer (11/58 Leu 62 
Applebaum (3/54) WLP5044 
Matthews (5/54) 8383SX1021 
Gorodnitzki (2/55) CTL 7067 

(5/55) PL8650 


Backhaus (10/54) LXT2939 


Solomon’s ‘‘ Waldstein ”” comes as the 
first disappointment in his slowly progressing 
integral recording of the Beethoven Piano 
Sonatas. There is more than one way of 
playing each of the movements and one 
can spend illuminating hours with the 
Schnabel, Gieseking and Backhaus record- 
ings, discovering how each of the great 
pianists approaches certain passages—and 
also how younger interpreters such as 
* enis Matthews or Orazio Frugoni, ora 

hard-fingered but rather exciting virtuoso 
like Gorodnitzki, treats them. Solomon’s 
way with the first movement is to take it 
vry fast and very coolly, and by the 
f»miliar paradox it tends as a result to be 
s..tic in effect, without a forward-urging 
impulse. His handling is delicate, neat, 
u:emphatic, well-balanced and finely con- 
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trolled ; 
warm. 

Backhaus realises the splendour of the 
movement in a leonine, old-fashioned and 
imposing performance ; but there are some 
very insensitive moments, and the recorded 
tone tends to blister at climaxes. (Also, he 
omits the repeat and thus upsets the shape 
of the movement.) Like A.R., I prefer 
Gieseking’s luminous and poetical account ; 
and in his phrasing of the second subject he 
shows a more delicate understanding than 
any of his colleagues. 

The Adagio in Solomon’s performance, 
seems to me to have a strange kind of frozen 
quality, without much sense of movement 
from one bar to the next. Backhaus takes 
the easy way out in this movement, by 
flooding it with warm, expressive, mezzo- 
forte tone; Gieseking alone senses the 
mystery and poetry of it. The last note, a 
G above the stave, presents a problem 
analogous to the last note of the Adagio in 
the ‘‘ Emperor”: with its pause, it links 
slow movement and finale; how much 
force should it be given? In Solomon’s 
reading it goes off, unpleasingly I think, 
like a small bomb (with a pre-echo to warn 
us that it is coming). Gieseking interprets 
the sf poco with a lingering emphasis, which 
seems the better solution. 

At the start of the Finale Solomon tends 
to overpower the melody with the right- 
hand figure, and, playing the latter in a 
choppy way, eschews the veiled effect that 
Beethoven seems to require by his way of 
marking the pedal. Although Gieseking 
modifies the pedal instructions to suit the 
greater sustaining power of the modern 
concert grand, he does produce the veiled 
effect. Backhaus in this movement is heavy 
and impressive, massive almost ; at times 
the recording starts to jangle, producing 
the effect of a microphone placed right 
inside the piano. Of the three readings, I 
find Gieseking’s the most alive. 

The recording of the new H.M.V. 
“* Waldstein ” is not on the highest level. 
Though generally clear and agreeable, by 
the highest standards of LP piano tone it 
is wanting in body, the end of the first 
movement tends to distortion, and high 
exposed notes sound unpleasant. 

Bringing his fine intelligence to bear on 
Beethoven’s last sonata, Solomon cannot 
help giving less than a deeply serious and 
very interesting account of it. Yet once 
again, I cannot es ape a feeling that so 
much care and thought has produced 
something less than an inspiring perform- 
ance—something living seems to have gone 
out of the music, for again there is not that 
forward-moving impulse, and the scale is 
small. In the Backhaus performance (the 
only other version available at the moment) 
there is a grandeur and power in the first 
movement, recreation on the heroic scale, 
to which Solomon would not pretend—yet 
Backhaus could not be called an ideal 
account either, for there is what one can 
only describe as a spiritual quality missing 
from the Arietta; the German pianist’s 
reading is warm and human, but hardly 
mysterious or ecstatic. 

Artur Schnabel, 


it is not strong, impressive or 


of course, had so 
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profound and widespread an influence on 
the interpretation of Beethoven’s piano 
sonatas that it is literally impossible to 
approach the readings of other pianists with 
an “ open mind ”—except in the sense of a 
mind that Schnabel has opened to be 
receptive of the riches they contain. I 
cannot help wishing that Solomon had 
judged the grading of the foco ritenente bars 
of Opus 111 (soon after the start of the 
Allegro) as memorably as Schnabel did, or 
that his trills in the final pages sounded as 
transfigured, as inspired, as Schnabel’s do. 
The fortunate Americans can buy Schnabel’s 
performance on LP. Although it dates 
from 1932, it is in some ways more successful 
as a recording than the new Solomon—for 
through the 78 scratch there emerges a 
very beautiful piano tone. The tone on the 
new LP deteriorates steeply from about the 
first long trill, and the sound from here to 
the end is simply not beautiful. There are 
also pre-echoes in the first movement which 
fill those pregnant pauses with a faint cackle. 

I have described this as a disappointing 
record, but I should make it clear that this 
is so only by the standards which Solomon 
himself has set, and that both the “ Wald- 
stein’? and Opus 111 offer playing of 
unusual distinction. ‘The recording does 
less than justice to it—but recording apart, 
I feel that readers may agree with me that 
there is a smack of the studio in the realisa- 
tions. Everything is as well turned as it 


could be, but where is the vital spark ? 
A.P. 


BRAHMS. Variations on a Theme by 
Paganini, Op. 35. 

SCHUMANN. Studies for Piano after 
Caprices by Paganini, Op. 3. 

LISZT. Etude No. 6 in A minor after 
Paganini’s Caprice, No. 24. Fried- 
rich Wihrer (piano). Vox PL 8850 
(12 in., 39s. 74d.). 

Paganini published the 24 Capriccios for 
unaccompanied violin as his opus one, and 
they were a sensation wherever he played 
them. The last, which is also the most 
difficult, is a theme and variations, and the 
Liszt Etude on this record is a transcription 
of these variations for piano solo. Brahms, 
like Rachmaninov many years later, took 
the theme alone and wrote variations of 
his own on it, showing that when he had a 
mind to he could write just as difficult 
music as Paganini. He wisely divided them 
into two sets, and few pianists would think 
of playing both in one recital. However on 
a record it is a convenience to have them 
together, especially when they are as 
intelligently and brilliantly played as they 
are here. 

Schumann was actually the first composer 
to arrange Paganini for the piano, though 
he never tackled the famous theme and 
variations. The six etudes in his opus 3 
consist of capriccios 5, 9, 10, 13, 19 and 16, 
and in every case except the last he does 
little more than add a left-hand accompani- 
ment to the violin part. Number 16 shows 
much more invention, the original violin 
part being relegated for much of the time 
to the left hand, thereby becoming the 
accompaniment to a new tune by Schumann. 
(In his second set of studies based on these 
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capriccios, his opus 10, Schumann is 
generally more inventive, in most cases 
completely recreating the music.) It must 
be admitted that the Schumann set is much 
less interesting as music than the Brahms 
and Liszt works ; the first study is particu- 
larly poor. 

Friedrich Wihrer plays all this music in 
most praiseworthy style, and the piano 
quality, though not reaching the highest 
standards, is good. I thought I detected a 
tape join in the first of the Brahms varia- 
tions ; so good a pianist could hardly have 
produced a rhythmic aberration such as 
appears here, slight as it is. But generally 
this is an excellent and enjoyable record, 
and I look forward to many more hearings 
of the Brahms. R.F. 


CHOPIN. Nocturne in E flat major, 
Op. 9, No. 2. Nocturne in F sha 
major, Op. 15, No. 2. Peter Katin 
(piano). Decca 71098 (7 in., 7s. 74d.). 

Peter Katin gives a really very beautiful 
performance indeed of the well-known E flat 
major Nocturne, balanced, graded and 
phrased with delicate mastery. The tempo 
adopted for the F sharp major strikes one, 
at first hearing, as being perhaps a shade 
slow, but in further hearings it carries 
conviction. The recording is intimate and 
gentle, as it should be. AY. 


CHOPIN. Andante Spianto and 
Grande Polonaise Brillante in E 
flat major, Op. 22. Nocturne 
No. 15 in F minor, Op. 55, No. 1. 
Scherzo No. 1 in B minor, Op. 20. 
Vladimir Horowitz (piano). H.M.V. 
BLP 1079 (10 in., 29s. 64d.). 

Those who already have some Horowitz 
recordings will have a pretty good idea 
what to expect of this one: fantastic feats 
of prestidigitation coupled with a somewhat 
hard, tinny piano quality. The scherzo 
receives a really astonishing performance ; 
I would not expect ever to hear a better one. 
Horowitz often seems to feel faintly 
embarrassed by easy passages and to heave 
a sigh of relief when he gets to the really 
difficult ones, and this attitude is apparent 
in the Nocturne. Again in Andante Spianto 
he rattles along happily enough until he 
comes to the Semplice section (which any of 
us could play) where he seems to be at a 
loss what to do with such naive material. 
He certainly makes nothing of the echo of 
this section that comes right at the end of 
the movement. And yet with the Polonaise 
itself, a piece which only the very bravest 
of us would dream of attempting, he is 
completely and astonishingly at home ; 
nothing is too difficult for him. For some 
reason Chopin gave this Polonaise an 
orchestral accompaniment (though leaving 
the andante for piano alone). Horowitz 
manages the Polonaise very well without an 
orchestra, playing on the piano the twenty 
odd bars written for orchestra alone. 
Chopin’s orchestral writing is here at its 
most abysmal, ard no one will object to its 
omission. This is in truth a vapid piece 
whatever you do with it, and it is significant 
that Chopin himself seldom played it, 
although he still had the Andante Spianto 
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in his repertoire when he visited England 
just before his death. R.F. 


DEBUSSY. Estampes. Preludes, Books 
1 and 2. Reine Gianoli (piano). 
Nixa WLP6214-1/2 (two 12 in., 79s. 
3d.). 
Estampes : 

Gieseking 
Ferber 
Preludes, Book 1 
Cortot (11/52) (H)BLP1006 
Gieseking (1/54) 383CX1098 
Gulda (2/56) LXT5116 
Casadesus (3/56) ABL3081 


Preludes, Book 2: 
Gieseking (11/55) 38CX1304 

This is the third consecutive month that 
I have reviewed excellent recordings of 
Debussy preludes ; in addition Gieseking’s 
version of the Second Book appeared last 
November, and presumably Second Books 
from Gulda and Casadesus are on their 
way. Book One is shorter than Book Two, 
and just as last month Casadesus included 
Debussy’s piano duets on his disc of the 
First Book, so here Reine Gianoli includes 
the three pieces Debussy published under 
the title of ‘‘ Estampes’’. (These, by the 
way, are Pagodes, La Soirée dans Grenade, 
and Jardins sous la Pluie.) But the music is 
laid out on the automatic-coupling plan, 
so that “ Estampes” and the first four 
preludes of Book One are backed by the last 
six preludes of Book Two ; presumably you 
cannot buy either book separately. Unlike 
the Casadesus disc, these two manage the 
“extra”? pieces without sacrificing the 
scrolls in between them. 

There is some surface noise on the new 
discs, whereas Gieseking’s have none to 
speak of, but the piano quality is rather 
better. Gianoli’s instrument sounds a little 
nearer to the microphone than Gieseking’s, 
but this cannot altogether account for the 
really splendid clarity and realism of the 
sound. There also seems to be more “‘top” 
on the new records, and when the pianist 
has both hands high on the keyboard, as 
for instance in Hommage a S. Pickwick Esq. 
and Feux d’Artifice, the notes are rounded 
and full, whereas Gieseking at these points 
sounds a little muzzy. The effect of clarity 
is increased by Gianoli’s very sparing use of 
the pedals. From all this it will be obvious 
that her performances are less “ atmos- 
pheric”’ than Gieseking’s, and this is 
generally, though not always, to her 
disadvantage. She does not achieve the 
veiled tone so many of these pieces need. 
But her playing is thoughtful, musical and 
continuously interesting. Perhaps she lacks 
Gieseking’s humour in such pieces as General 
Lavine and Minstrels, and for me her tempi 
are sometimes too slow. Gieseking is not 
normally accused of excessive speed—on 
the contrary—but in some of the slower 
pieces, such as Danseuses de Delphes, he is not 
nearly so slow as she is ; Brouillards and La 
terrace des audiences du clair de lune are other 
examples. Both he and Casadesus play 
Feux d’ Artifice more than a minute quicker 
(though here she might well argue that 
Gieseking cannot possibly play all the left- 
hand notes at the top of page 71 at the 
tempo he adopts). Gianoli’s technique is 
sure enough ; she does not fluff or smudge, 
and she gives an especially brilliant per- 
formance of Ce qu’a vu le vent d’ Ouest, but she 


(3/54) 33CX1137 
EL93078 
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has not quite the technical resource of 
Casadesus. I still find the latter’s rather fas: 
performance of La Cathédrale engloutie th: 
most satisfying. Gianoli seems to me to play 
“‘ Estampes ” quite as well as Gieseking 
except for La Soirée dans Grenade, whicl 
just must sound more “ atmospheric” i! 
it is to come off. 

I must confess that I did not expect this 
pianist to approach so nearly the very high 
standards set by Gieseking and Casadesus. 
These new discs are a real achievemeni 
both as regards the performance and the 
recording. R.F. 


DEBUSSY. Children’s Corner Suite. 
Hans Henkemans (piano). Philips 
NBEr1020 (7 in., 11s. 10d.). 
pastes 5) 91094 gs, Seta 
Ferber EL93078 

Hans Henkemans gives a deft and not 

unimaginative account of the Children’s 
Corner Suite (the snooks cocked at Tristan are 
nicely timed) ; but when we return to the 
Gieseking performance the difference be- 
tween good and great Debussy playing is 
made clear. Henkemans’ Little Shepherd, 
for instance, blows his flute in a much 
heavier and more affected way than 
Gieseking’s, and the Dutch pianist’s Golliwog 
seems to have put on a bit of weight. The 
Philips EP is fairly well recorded, though 
the quality of tone becomes less pleasant 
when the dynamic rises. I have not heard 
the Gieseking performance in its 45 form ; 
as an LP, it is coupled with an unusually 
fine Kinderscenen. AP. 


MOZART. Piano Works—Volume 
VIII. Nine Variations on “ Lison 
dormait ”, K.264. Sonata in G 
major, K.283. Sonata in D major, 
K.576. Ten Variations on “ Unser 
dummer Pébel meint”, K.455. 
Walter Gieseking (piano). Columbia 
33CX1345 (12 in., 39s. 74d.). 

The two sets of variations are the attrac- 
tion here. Those on “ Lison dormait ” 
(from Dezéde’s Julie) make up one of the 
four sets composed in Paris in 1778. C major 
is the key, and as often it moves Mozart to 
extremes of harmonic daring. There is also 
extraordinary freedom in the writing for 
piano: trills that take us into the world of 
Beethoven’s late bagatelles, and finally an 
elaborate cadenza with a _ two-octave 
glissando in sixths. These things seem to 
inspire Gieseking to give of his best. 

At his concert on March 23rd, 1783, 
Mozart played “ variations on an air from 
an opera called Die Philosophen, which were 
encored. So I played variations on the air 
‘ Unser dummer Pébel meint ’ from Gluck’s 
Pilgrimme von Mekka’’. Gluck was no doubt 
in the audience: he had been present at 
Mozart’s previous concert, and had invited 
the Mozarts and the Langes to lunch with 
him. The variations on Paisiello’s J Filosofi 
Imaginarii are those which have come down 
to us as K.398 ; they were included in the 
previous “ volume ”’ of Gieseking’s serivs. 
They are free in style ; those on “ Unser 
dummer Pébel meint ’’, however, are care- 
fully ordered as we know them now. The 
theme is taken from the third number of 
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April Releases 


BRUCKNER : 

Symphony No. 8 in C minor (1890 version) 

Pro Musica Symphony Orchestra, Veinna 
(Horenstein) 2—12’ records PL 9682 





Another Bruckner recording by Horenstein 


LISZT : 
The Hungarian Rhapsodies, II (Nos. 8-13) 
Alexander Borovsky, piano 








1—12’ record PL 8910 





MENDELSSOHN : 

Trio No. 1 in D minor, Op. 49 

Trio No. 2 in C minor, Op. 66 

Trio di Bolzano 1—12” record PL 9160 


A disc to be cherished by lovers of chamber music 


RACHMANINOV : 

Concerto for Piano and Orchestra No. 2 in C minor, Op. 18 
Rhapsody for Piano and Orchestra on a Theme of Paganini, Op. 43 
Orazio Frugoni, piano—Pro Musica Symphony Orchestra, 
Vienna (Byrns) 1—12’ record PL 9650 


Splendid performances by Frugoni 





SCHUBERT 
High Fidelity, Long a Impromptus (D.899, D.935) 
Microgroove Records Ingrid Haebler, piano 
1—12’ record PL 8940 


Once again Miss Haebler plays with 
sensitive understanding 
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omplete catalogue from your dealer or from VOX PRODUCTIONS (G.B.) LTD., 23I OXFORD STREET, LONDON, W.I 
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MWARCH 


Benvenuto Finelli offers a phenomenal piece of singing in 
“* Cedea si misera”’ by including the sensational high F (above 
tenor top C), and concluding with a cadenza, beginning with 
top E and finishing with top D.” 
On MONARCH, of course MWL 300 
David Ojistrakh has recorded in RUSSIA excerpts from the 
ballet “‘ Cinderella’ Légende, Opus 17 by Wieniawski and 
“The Fountain of Arethusa ”’, Opus 30. 


On MONARCH, of course MEL 707 
Symphony No. 1 in G minor, Op. 13 by TCHAIKOVSKY. 
The only RUSSIAN recording of this work by the ALL-UNION 
SYMPHONY ORCHESTRA. 
On MONARCH, of course MWL 309 
Prokofiev : “‘ Romeo and Juliet” 3rd Ballet Suite. The only 
British-made RUSSIAN recording available. 
On MONARCH, of course MWL 307 


** Snegourotchka ” by Tchaikovsky. Available on two 10” discs 
(obtainable separately). 


On MONARCH, of course . MEL 701/2 


AND, the WORLD-FAMOUS; BOLSHOI Artistes, Chorus 
and Orchestra : 
Operas (in Russian) : 
** SADKO ” Rimsky-Korsakov 
*“* QUEEN OF SPADES” Tchaikovsky 
** PRINCE IGOR ” Borodin 
*«* MAY NIGHT” Rimsky-Korsakov 
On MONARCH, of course 


WRITE FOR FULL LIST 


Trade Announcement: Limited stocks of many of the items 
in the SUPRAPHON LP Catalogue are available from 
Messrs. Thompson, Diamond and Butcher Ltd., and Selecta 
Gramophones Ltd. Send card to us for details. 
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WE PROUDLY ANNOUNCE OUR 


ASTRA “CW” HORN 
LOUDSPEAKER ENCLOSURE 


A FREE-STANDING ENCLOSURE, 
SPECIALLY DESIGNED FOR USE 
IN THE AVERAGE DOMESTIC 
ROOM AT MEDIUM VOLUME. 


USES ONE OR TWO 8-in. UNITS. 


YOU WILL BE IMPRESSED BY 
THE FINE LOW FREQUENCY 
RESPONSE—THE CLARITY AND 
CRISPNESS OF TONE—THE HIGH 
EFFICIENCY AND UNUSUAL 
SENSATION OF PRESENCE. 


SIZE—33 in. X 17 in. x 17 in. 


AVAILABLE IN WALNUT, OAK, 
MAHOGANY OR SPECIAL FINISH 
ALSO HORIZONTAL VERSION 
WITH CONTEMPORARY LEGS. 


£18 .0.0 
(LOUDSPEAKER EXTRA) 


RECOMMENDED DRIVE UNIT(S) 
WHARFEDALE SUPER 8/AL 
(£6 . 12. 11d.) 


THE LOUDSPEAKER SYSTEM IS 
UNDOUBTEDLY THE MOST 
IMPORTANT ITEM IN THE RE- 
PRODUCING CHAIN. HEAR THE 
ASTRA ** CW” HORN ONLY AT : 


HE GRAMOPHONE EXCHANGE 


Midway between the Palace and Saville Theatre 


Astra House 
121-123 Shaftesbury Avenue, London WC2 
Temple Bar 3007 
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Gluck’s La Rencontre Imprévue, in which the 
Dervish, a comic bass, explains to Osmin 
that monastic life is not at all what popular 
belief would have it be: ‘“‘ Our dumb 
populace think we live on milk and vege- 
tables, whereas really (to quote Geoffrey 
Dunn’s translation) : 


Our larders are packed with the 
choicest of fare, 

Our cellars are stocked with the 
vintages rare ”’. 


The jovial theme gives rise to a spacious 
and brilliant set of variations, a worthy 
piano-solo companion to the piano con- 
certos of the time. Again Gieseking plays 
very beautifully, with controlled rhythm 
and delicate phrasing. 

The D major “‘ Trumpet ”’ Sonata is the 
best LP version of the composition available, 
but that is not saying very much. Gieseking 
opens with admirable clarity and crispness, 
but too much of the detail seems to be 
realised in a hit-or-miss way, and there are 
several misses in the imitative tangle around 
bar 110 of the first movement, whose sense 
will escape listeners without the notes before 
them. The G major Sonata seems to me 
quite simply a poor performance: rhythm- 
ically unsteady, chopped into short-winded 
phrases, prim and dull in the Andante, and 
so fast in the finale that clean articulation 
becomes impossible. The handling of the 
final page is slapdash. 

The recording, as in all this series, is 
excellent—except for some rather twangy 
notes around middle C in the middle 
movement of the G major Sonata. A.P. 


MALCUZYNSKI PIANO RECITAL. 
La cathédrale engloutie—No. 10 of 
** Préludes, Book I” (Debussy). Pre- 
lude in G sharp minor, Op. 32, 
No. 12; Prelude in G major, Op. 
32, No. 5 (Rachmaninov). Mazurka 
No. 47 in A minor, Op. 68, No. 2; 
Valse No. 14 in E minor (Post- 
humous) ; Valse No. 7 in C sharp 
minor, Op. 64, No. 2 (Chopin). 
Marche from “ L’Amour des trois 
oranges ”—Suite, Op. 33a (Prokofiev). 
Etude in B flat minor, Op. 4, No. 3 
(Szymanowski). Cracovienne fan- 
tastique from ‘“ Humoresques de 
Concert ”, Op. 14, No. 6 (Paderewski). 
Etude in C sharp minor, Op. 42, 
No. 5; Etude in D sharp minor, 
Op. 8, No. 12 (Scriabin). Mal- 
cuzynski (piano). Columbia 33CX 
1344 (12 in., 39s. 74d.). 

Until recently the current LP lists did 
not suggest that Scriabin wrote anything 
for the piano at all. In fact the earlier, 
cften gentler, and nearly always more 
poetic piano music is preferred by many 
listeners to Scriabin’s later large-scale 
orchestral music; and the great feature 
of the present disc is that it makes a start on 
the studies by including two that should at 
least awaken gramophonic interest in the 
composer. Also unfamiliar are the study 
vy Szymanowski, perhaps another candidate 
for revival, and the Cracovienne fantastique 
by Paderewski, less likely to achieve 
enduring fame as a composer than in at 
‘ast two other capacities. 
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Of the familiar music the Chopin pieces 
are played most beautifully ; the Debussy 
and Rachmaninov seem, by comparison, 
to lack something of repose and tran- 
quillity. Why anyone should wish either to 
play or to hear the Prokofiev as a piano 
solo I cannot imagine ; it is a most enjoy- 
able piece, orchestrally, but the shadow of 
the rehearsal stages of a production hangs 
heavily over the pianistic struggle with a 
recalcitrant texture involved in this arrange- 
ment. 

Malcuzynski is, however, quite some 
rehearsal pianist to have succeeded in 
engaging for the occasion, and the Prokofiev 
is one small piece among many that are 
much more felicitous. Throughout the 
recording is good, though this review 
copy of the disc has rather a heavy surface. 


DE GROOT PIANO RECITAL. Sabre 
Dance (Khachaturian). Polichinelle 
(Rachmaninov). Prelude, Op. 12, 
No. 7 (Prokofiev). Pavanne; Boogie 
the Woogie (Gould). Allegro Bar- 
baro (Barték). Cor de Groot (piano). 
Philips NBE11016 (7 in., 11s. 10d.). 

This is not a very enticing little disc, since 

Cor de Groot’s playing is quite lacking in 

charm or subtlety; he works his way 

through these pieces with the adroitness of 
an electrically-driven piano. Polichinelle is 
the fourth of Rachmaninov’s Five Pieces, 

Opus 3 (1892), and Mr. de Groot is no 

more successful in dealing with its romantic 

fancy than he is in finding the idiom for 

Morton Gould’s trivialities. The recording 

is shallow and not very life-like. A.P. 


CHORAL AND SONG 


BACH. Cantata No. 54— Widerstehe 

' doch der Sunde”. Cantata No. 
170—*“ Vergnugte Rub’, beliebte 
Seelenlust ”. Agnus Dei from Mass 
in B minor. Alfred Deller (counter- 
tenor), Leonhardt ue En- 
semble. Nixa PVL7028 (12 in., 
39s. 74d.). 
Cantatas Nos. 54 and 170: 


Scherchen (8/54) WLP5197 
Cantata No. 170: 


Lehmann (9/55) APM14028 

Start with the Agnus Dei, and after the 
initial shock of hearing a counter-tenor 
instead of a contralto (has it been estab- 
lished that Bach really did intend it for this 
type of voice ?) even the most suspicious 
have to admit that it is beautifully sung— 
even if a trifle mannered in style. Authen- 
ticity is the aim in the performances of all 
three works here—even to the extent of 
adopting a historically accurate pitch (the 
Chorton) about a semitone lower than 
normal. And in the absence of any explana- 
tory notes on the ensemble, may I ask what 
kinds of violins are used ? In Cantata 54 
their dark hue is much more akin to viola 
tone. 

For the short Cantata 54 we can choose 
between the warmth of Hilde Réssl- 
Majdan’s voice or the impersonal, almost 
unearthly quality of Deller’s: but it also 
means choosing between  Scherchen’s 
bumpy, inconsistent speeds and exaggerated 
ritardandi, plus a clanging harpsichord 
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continuo, and Leonhardt’s well-chosen 
tempi, better sense of line, control of 
dynamics and general understanding of 
style, plus a quiet organ continuo. There 
is no doubt whatever of the answer. For 
the rest, Deller is far better at florid runs 
than his opposite number ; he swells out 
on long notes, where she holds them 
(beautifully steadily) without nuance ; and 
in the recitative the chords are not sustained, 
but are sounded and let go, giving greater 
force to the verbal declamation. 

The choice is even more obvious with 
Cantata 170. We could have the previous 
Nixa—a good solo voice (but poorly 
balanced with the orchestra) with irritating 
eccentricities of phrasing and tempo by the 
conductor, and Bach’s obbligato organ 
discarded for an indifferently played harpsi- 
chord; or the D.G.G., which has a 
beautiful accompaniment and good balance, 
but a soloist totally inadequate in both 
technique and style; or this new one. 
Here we have fine playing, Bach’s specified 
instrumentation (for the first time!) in Wie 
jammern mich doch, and Deller at the top of 
his form: his management of florid 
passages alone (long trills and all) is 
enough to place him in the front rank of 
recording artists. In fact, the only flaw 
is the oboe d’amore’s unfortunate habit of 
hurrying his semiquavers in the first 


movement, spoiling an otherwise splendid 
performance. 


BACH. Motets : Jesu, meine Freude, 
BWV227; Singet dem Herrn ein 
neues Lied, BWV225. Berlin 
Motet Choir conducted by Giinther 
Arndt. Telefunken LGM65032 (1oin., 
27s. 34d.). 

It was about twenty-eight years ago that 
the Bach Cantata Club recorded Jesu, meine 
Freude (Jesu, joy and treasure) for H.M.V. on 
two ten-inch and two twelve-inch discs. I 
still remember this issue with pleasure and 
am delighted to find the beautiful work made 
available again. 

The six presentations of the chorale are 
separated by five free choruses: and to 
avoid monotony in so long a work Bach 
scores sometimes for four, sometimes for five 
voices, and twice for three, and also moves 
thrice from the fundamental key of E 
minor ; G major for the fugue (No. VI), 
C major for a flowing trio in twelve-eight 
time (No. VIII), and A minor for the 
quartet (No. [X) that is the particular gem 
of the work and one of Bach’s ineffably 
beautiful farewells to the world. 

The text is based on a hymn by Johann 
Franck set to a tune adapted (as the words 
also are) from a secular song by Johann 
Criiger, the five free choruses having words 
taken from the eighth chapter of St. Paul’s 
Epistle to the Romans. This makes a very 
well worked out scheme. Singet dem Herrn 
ein neues Lied (Sing unto the Lord a new song) 
for double chorus, mightiest of all motets, 
has always been recognised as the greatest 
test of pure unaccompanied singing in 
existence, and the stupendous grandeur of 
the music may well daunt all but the best 
equipped choirs. 

The motet is full of marvels. In the 
second half of the opening section the 
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sopranos of the first chorus suddenly begin 
a fugue (‘‘ Die Kinder Zion ’’) which is 
taken up by the other voices of this chorus, 
the second chorus continuing, meanwhile, 
with quite different material and only half 
way through the fugue seeming to realise 
what is going on. They then join in the 
fugue with an effect of great brilliance. 
The quiet and slower section following is 
of special beauty. The second chorus have 
a chorale, the first line of which is identical 
with the Old Hundredth, between the 
appearances of which the first chorus have 
an independent part after the manner of 
Bach’s settings with orchestra in the church 
cantatas. A motet such as this imposes a 
great strain on recording: but because of 
the use of not too large a choral body and a 
carefully graded scale of dynamics Giinther 
Arndt and the Berlin Motet Choir have 
eased the task of the engineers and the result 
is remarkably successful. Good attack and 
intonation, and just tempos, are in evidence 
throughout (as also in the other motet) and 
the voices are of pleasing quality. I am 
glad to see that Decca are issuing a 
pamphlet giving the words, German and 
English, of the two motets (sixpence, 
including postage), for this will add a great 
deal to the listener’s pleasure, and the score 
of Singet dem Herrn will add even more. It is 
a wonderful thing even to look at. A.R. 


BRAHMS. A German Requiem, Op. 45. 
Dietrich Fischer-Dieskau (baritone), 
Elisabeth Griimmer (soprano), 
Choir of St. Hedwig’s Cathedral, 
Berlin, Berlin Philharmonic 
Orchestra conducted by Rudolf 
Kempe. Chorus Master: Karl 
Forster. H.M.V. ALPS1351—ALP 
1352 (two 12 in., 65s. 44d.). Recorded 
in Jesus Christus Kirche, Berlin- 
Dahlem, June, 1955. 


Stader, Wiener, Berlin P.O., Lehmann 
(2/56) DGM18258-9 


This issue is, in every respect but one, 


much more satisfactory than the one 
recently given us by D.G.G. Rudolf Kempe 
keeps the music moving in the long opening 
movement (‘Blessed are they that mourn’’) 
and also in the closing movement (“‘Blessed 
are the dead’’) which has the same metro- 
nome mark, whereas in both cases Fritz 
Lehmann’s tempos were woefully sluggish. 
The sound, also, is more forward, the 
relation between soft and loud in better 
perspective, the timpani and the organ part 
more clearly heard, the attack, in the 
dramatic passages, more precise. Fischer- 
Dieskau gives a more expressive and musical 
account of his part than Otto Wiener but, 
good though he is, I still prefer Hotter’s 
rendering in the old Columbia set. 


Elisabeth Griimmer sings her solo with 
beautiful tone and deep feeling, slightly (but 
only slightly) marred by an occasional 
unevenness and a “catching” of the 
microphone. She manages the diminuendo 
at the end of the movement excellently and 
in general I prefer her performance to those 
of either Maria Stader or Elisabeth Schwarz- 
kopf. 


The orchestral part (the strings especially) 
is lovely in sound and the only criticism, 
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hinted at in my opening sentence, concerns 
the chorus sopranos. They are, as on the 
D.G.G. disc, those of St. Hedwig’s Cathedral 
Choir but not, in this recording, reinforced 
by those of the Berlin Motet Choir (whose 
record of two Bach motets is reviewed above) 
with the result that they sound too weak in 
tone at some of the big climaxes; for 
example in the second movement (“ and 
the ransomed of the Lord”) and in the 
fugue of the sixth movement (‘‘ Worthy 
art thou ’’). They are apparently not able 
to give the extra weight of tone needed at 
such points and sound strained. The other 
voices have adequate power. 

In all other respects this is a worthy 
performance of the work and a well 
recorded one. ALR. 


BUTTERWORTH. Loveliest of trees; 
When I was one-and-twenty ; Look 
not in my eyes; Think no more, 
lad; The lads in their hundreds ; 
Is my team ploughing; Bredon 
Hill; Oh fair enough are sky and 
plain; When the lad for longing 
sighs; On the idle hill of summer ; 
With rue my heart is laden from 
**A Shropshire Lad” (Housman). 
John Cameron (baritone), Gerald 
Moore (piano). H.M.V. DLP1117 
(10 in., 26s. 5d.). Recorded under the 
auspices of the British Council. 

There was a time when quoting one’s 
favourite Housman poems was a regular 
pastime in literary circles, but it is no longer 
fashionable to do this, or to set Housman to 
music. The hard-bitten, angular verse of 
Hardy is the source that attracts our com- 
posers now among Housman’s contempor- 
aries. 

It must be admitted that Housman, like 
a minor Heine, drew forth a lot of good 
music—an art to which he, himself, was 
impervious—as settings by Vaughan 
Williams, Gurney, Ireland, and those of 
lesser merit by Somerville and Peel, testify, 
but above all these settings by Butterworth. 

This young composer (killed in his thirty- 
first year in the Battle of the Somme), when 
tormentingly uncertain of his future direc- 
tion, had been making some researches into 
English folk-song, before he composed his 
two song cycles to Housman’s poems and 
the orchestral Rhapsody, first named 
** Cherry Tree’ and then “ A Shropshire 
Lad ’’, in which he quotes the melody of 
the first song of the cycle with that latter 
title. 

Butterworth, I think, comes closest of all 
composers to the spirit of the poems and 
perhaps makes us believe, by his simplicity 
of style, in the mythical and symbolical 
figure of the country boy. There is a 
distinct difference of style between the two 
cycles, one composed in 1911, the other a 
year later, the piano parts in several of the 
songs in Bredon Hill being more elaborate 
and atmospheric than in the songs of A 
Shropshire Lad, the harmonies more adven- 
turous. 

John Cameron and Gerald Moore give a 
performance of these two cycles that wholly 
realises the composer’s intentions. Mr. 
Cameron faithfully observes Butterworth’s 
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directions and enters imaginatively into the 
spirit of each of the songs. His enunciation 
is clear, his phrasing exemplary, and his 
tone colour well varied. There are one o: 
two places when pressure on the voice 
causes some unsteadiness, but they are few. 
Mr. Cameron is particularly successful in 
“Ts my team ploughing ?”, a song in 
which all depends on the singer’s ability to 
contrast a ghost voice with a live one. Mr. 
Moore, for his part, gets most of his chances 
in the second cycle and wonderfully suggests 
the clash of the bells in ‘‘ Bredon Hill”’ 
and the drum in “On the idle hill of 
summer ”’. 


One feels, listening to this cycle, that 
Butterworth had a great future before him 
and with that in mind the last song, 
** With rue my heart is laden”, becomes 
additionally poignant. Here was a lyric 
gift all too rare, and now hardly existent at 
all. The British Council have done well to 
bring that gift to our notice and I hope the 
response will be rewarding. 

The balance between piano and voice is 
excellent and in all other respects the 
recording is good. 


FAURE. Requiem, Op. 48. Gérard 
Souzay (baritone), Suzanne Danco 
(soprano), Union Chorale de la 
Tour de Peilz, Orchestre de la 
Suisse Romande conducted by 
Ernest Ansermet. Decca LXT 5158 
(12 in., 39s. 74d.). 


Cluytens (5/54) 38CX1145 


Wagner (6/54) CTL 7050 
Fournet (11/54) ABR 4012 


The faults noted in the three other 
recordings of Fauré’s beautiful work, foggy 
choral tone in soft passages, dynamics out 
of perspective, and so forth, are all avoided 
here and in almost every respect this is an 
ideal performance. 


The violin solo in the Sanctus however is 
not, to my mind, sufficiently audible— 
surely it is intended to have a luminous 
quality—and, on the other hand, the 
repeated bass figure for the organ in Jn 
Paradisum is just too audible and draws 
undue attention to itself: but the organist 
is to be praised for avoiding an obtrusive 
flute stop in the treble part. 


This chorus is superior to those used in 
the previous recordings and the choice of 
Gérard Souzay gives special distinction to 
the baritone solo. He sings most beautifully 
throughout. Suzanne Danco, admirable 
artist though she is, has perhaps too incisive 
a tone for the appealing soprano solo Pie 
Jesu and, listening to all four performances, 
I felt that Marthe Angelici, whom I regret 
to say I failed to mention in my review of 
the Columbia disc, was the best. 


The Philips disc is the only ten-inch one 
of the lot, but the performance is spoilt for 
me by the undernourished tone of the 
sopranos and the studio bound sound of the 
recording. Ansermet is not hampered in 
this way and his grave, detached treatment 
of the score, together with beautiful 
orchestral tone and generally excellent 
balance (and the other factors mentioned 
above), put this disc well in the forefront of 
its competitors. AR. 
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We have only a pint pot to-day... 


into which we want to pour much more than a quart of 
praise about the wonderful Ortofon Pickup'Type C. We 
get a lot of praise in our shop ;_ people come to us 
expecting to find the best and they know what’s what ! 
They know, about the moving coil principle, for instance, 
and the advantage of cantilever-mountings for reproducing points. 
They know about the miniaturisation of all the mobile elements of a 
Pickup. They like vertical and lateral flexibility in a stylus. They 
appreciate a frequency response of 20 to 20,000 c.p.s. with no more than 0.2% 
distortion. So—we show them the Ortofon Pickup because the Ortofon Pickup 
has the lot. Yes, sir—moving coil and cantilever mounting “ an’ all.”” Yes, they hear 
it reproducing faithfully all that is on the record and pay £19.4.0d. for it, matching 
transformer, purchase tax included. Then the praises continue to flow in, they 
come and talk to us, or write or phone. There is no more room in this pot 
for praise, so come to Rimingtons ; we get a lot of that here you 
know.’ FRED SMITH. 


RIMINGTON VAN WYCK 42 Cranbourn Street London WC2 GERrard 1171 
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Important announcement ; 
for HI-FI enthusiasts! 


AD 5002 (3 units) 


PHILIPS ; 


15 watt. High Fidelity Installation 


is now available 
in limited quantities 


You are advised to write as soon 
as possible for details of this 
superb new equipment. Ask for 
the new “ Novosonic”’ leaflet-— 
PR 4485—and for the address of 


your “ Novosonic ”’ demonstrator. 
AG 1102 


PHILIPS ELECTRICAL LIMITED, “NOVOSONIC,” Dept. M 
CENTURY HOUSE - SHAFTESBURY AVENUE - LONDON, W.C2 
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SU 
SPECIALISED 
LOUDSPEAKER 
ENCLOSURES 


QUVSVUNDVELTEVUATUEVOE OED OTL OEO AEA ACO OEE EDA ADU AOU EDO ATES EHTS EEE Fe 


COLLECTORS’ CORNER 
Stocks and 
Recommends these L.P’s 
Pee Ene ena aan an aananaaaannaananae 
LXT2501 BACH : Brandenburg Concerti 4 & 6 (Stuttgart-Munchinger) ... 39/73 
Lw5095 BACH : Toccata & Fugue in D/Fantasia & Fugue in G (Demessieux) ees 


LW51!170 BACH : Italian Concerto/Chromatic Fantasia (Malcolm, hpschd) 
CX1039 BEECHAM conducts Schubert’s Unfinished & Beethoven's 8th 


bp 4 Ar Ar Ar, Ar 
e'v'vevwwvwvwv we 





TS 


PTTL ULE LL COL 


39/7: 
38/3 


ABL3013 see ggg Symphony No. 3, ‘‘ Eroica’’. Berlin P.O.—van 


S d ALP1I108 BEETHOVEN : “Symphonies | Nos. 5 & 8. N.B.C. Orch.— 
en for Toscanini. : ye coe «= DT 
CX1124 BEETHOVEN : " Symphony No. 6, ‘’ Pastorale "’. Philharmonia 9 
9/7) 
details of CX1035 BEETHOVEN : “Symphony No. 7 in A. ‘Philharmonia Orch.— 
—Karajan 39/7) 
ALP1300 BEETHOVEN : ie Emperor ’” Concerto. Solomon “(pf) ‘& 
Philharmonia f se ons see oo §6= a} 
the new range ALP1I100 BEETHOVEN : Violin Concerto. Menuhin & Philharmonia— 
Furtwangler 39/7) 
LW5165 BEETHOVEN : Overtures—Leonora No. 3 & Fidelio. “Vienna 
| P.O.—Krauss sie 19/6 
of enclosures BLPIOS| BEETHOVEN : : ‘Moonlight’ & ‘‘Les Adieux’’ Sonatas, 
Solomon (pf) 29/6 
BLP1028 part ttf Double Concerto. “devito, Baldovino & Philharmonia 29/6! 
: 9 CLPIOS! CH reludes, Op. complete. joura Lympany 
incorporating the (piano) a _ sos ees wes sun See oe 
CX 1262/4 «Cosi _ TUTTE” (Mozart) c. Karajan, w. Schwarzkopf, 
etc. (3) ses on oul ote uae a aia --» 118/10) 
j ABL3088 DELIUS : Sea Drift (w. Boyce, br.) & Paris. R.P.O.—Beecham 38/3 
Goodmans Acoustical ABL3069/71 «DON GIOVANNI” (Mozart) Vienna—Moralt, w. London, 
Jurinac (3) . il ses abit ‘ils -. 14/9 
ALP1222 DVORAK : “ New World *” Symphony. N.B.C. Orch.— 
Resistance Unit Toscanini... 
ABL3053 ELGAR : Enigma variations, | “Cockaigne, “Seredande in E, ie 
40 AURE : Requiem. Sci ‘ho. & Li Orch.—F 
ABR4012 F, equiem. oloists, cho. amoureux Orch.—Fournet 
H.P. TERMS AVAILABLE LX3098 FERRIER sings Songs of the British Isles... a os 
LX3133 FERRIER’S last, Broadcast Recital (songs in English) 
FERRIER sings ‘* What is Life ? ’’ and three other arias 


sA. q FERRIER sings Handel arias (Messiah, Samson, Judas Maccabeus 
sear Chem tor yourself at B K PARTNERS LTD FERRIER sings Bach arias (Matthew Passion, John Passion, et 


Demonstrations 22? REGENT STREET, LONDON, W.! FERRIER sings Schubert & Schumann songs (six songs) .. oa 
. HIOR f r 8 
eee “ <q a.m. — sae p.m. (Entrance Hanover Street) APES seg me oA & “rane gor ee “ oe & 
aturda . a.m. — 12. -m. ] : BLPI024 GIGLI sings Neapolitan songs ‘orrento, anta Lucia, etc. etc. 
r p sasnnisicitalneinnsand C1040 GRIEG : Piano Concerto, A min. Lipatti & Philharmonia =) 
LXT5040 HAYDN : Symphonies 88 & 101. Vienna P.O.—Munchinger .. 
NLP903 HOLST : pig: ITE" (Morart), Serei ="? ae Orch.—Boult 
DGM18267/9 «MAGIC FL ** (Mozart) Streich, Fischer-Dieskau, etc. (3) 
Three Tried, Tested and C1006 MENDELSSOHN : “Italian ’ Symphony. R.P.O.—Beecham 
LK4010/1 “« THE MIKADO ” (G. & S.) D’Oyly Carte Opera Co.—Godfrey 


F ub I ' y Rec o m m e n d ed F bd M ° U n : t S ALP1247 MiLeNoV sings Opera arias ‘(Aida, Forza, Gioconda, Trovatore) 


ABL3067 MOZART : Symphonies 35 (Haffner) & 36 (Linz) R.P.O.— 


EDDYSTONE ” ABL3094 MOZART: Symphonies 39 (E flat) & 40 (G minor) R.P.O.— 
ri. VINE “820” FM/AM UNIT olay P a 


CX1I78 MOZART : Eine kleine Nachtmusik & Sinfonia Concertante 
Self-powered for easy and instant connection to any K.297. Philharmonia Orchestra—Von Karajan 
amplifier. LXT2990 a ° Clarinet een Concerto. L. 66=. 
. ollins af 

Tuneable F.M. plus preset stations—two on LXT5032 MOZART : Clarinet Quintet K.581. Members of Vienna Octet 
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GIBBONS. Song 44: Veni Creator 
from George Wither’s Hymnes and 
Songs of the Church, 1623. First 
Preces. Psalm 145. Voluntary I: 
Magnificat ; Voluntary II: Nune 
Dimittis ; Voluntary II: (A fancy 
for double organ) Verse Anthem 
—O God, the King of Glory. 
Anthems: Almighty and Ever- 
lasting God; O Lord in Thy 
Wrath ; Hosanna to the Son of 
David ; O Lord increase my 
faith ; O clap your hands, God is 
gone up. Hugh McLean (organ), 
Choir of King’s College Chapel, 
Cambridge directed by Boris Ord. 
Argo RG 8o (12in., 39s. 74d.). 

The engineers have been as successful in 
coping with the difficult acoustics of King’s 
College Chapel as they were in the Festival 
of Lessons and Carols (Argo RG3oq, 
reviewed in November, 1954) and this first 
selection of Gibbons’s music made by 
Thurston Dart and Boris Ord gives a 
valuable insight into his genius, which was 
that, as Mr. Dart says in his excellent 
sleeve note, of the most brilliant musician 
of his generation. 

Gibbons wrote distinctively Anglican 
music “ perfectly adapted ” (to quote Mr. 
Dart again) “ to the religious observances 
of an age that established the Authorised 
Version of the Bible ”, and he never set a 
Latin text in his life. It is typical that he 
makes no reference to the ancient plainsong 
tune of Veni Creator (sung in the translation 
of George Wither—1623) in the first piece 
on the disc, but sets it to a new melody. 

This first side contains music for Even- 
song on Whit-Sunday and Ascension Day 
(not only, as the label says, for Evensong on 
Whit-Sunday). The first two voluntaries, 
preceding the Canticles, are very short, but 
the third one—a “‘ fancy for double organ ”’, 
that is a polyphonic piece for a two-manual 
instrument, with contrasts of stops on each 
manual in the various interludes—is of 
considerably greater length and interest. 

Familiarity with the Canticles on the first 
side makes their words easy to follow: but if 
one cannot expect to hear many of them 
in the anthems there is ample compensa- 
tion in the evocation of the spirit of the 
place in which they are sung. 

The quieter anthems make the best effect, 
and most of all the lovely O Lord in Thy 
wrath and O Lord increase my faith. In the 
first of these the gentle cry “‘ O save me”, 
repeated several times, is very moving. (At 
the start of this anthem the organ appears 
to come in with the voices for a few bars, 
although the work is to be sung un- 
accompanied.) 

Hosanna to the Son of David and O clap 
your hands (the second half of which, “* God 
is gone up ”’, is especially fine) need more 
ample tone to convey the brilliance and 
fervour of the writing, but here imagination 
mist supply the deficiency. 

“he organ, excellently played by Hugh 
M-Lean, is well ced with the voices 
and the recording of the trebles has all the 
sw-etness of tone for which they are famous. 

: his Tudor Music Series, under its able 
ec tors, deserves the fullest support of all 
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those who care about a gréat heritage now 
(judging by recent correspondence in The 
Times) in some danger of falling into 
quires and places where they 
ALR. 


neglect in “ 


sing ”’. 


HANDEL. Israel in Egypt (orch. 
Sargent). Elsie Morison (soprano), 
Monica Sinclair (contralto), Richard 
Lewis (tenor), Ernest Cooper 
(organ), Huddersfield Choral 
Society, Liverpool Philharmonic 
Orchestra conducted by Sir Malcolm 
Sargent. Chorus Master: Herbert 
Bardgett. Columbia 33CX1347-8 
(two 12 in., 79s. 3d.). 


Many people must have discovered since 
the war, perhaps with some surprise, that 
Handel was one of the great orchestrators. 
He showed far more imagination in this 
respect than Bach. Unfortunately our 
passion for hearing his music sung by 
enormous choirs leads to Handel’s subtler 
orchestral touches being smothered with 
‘* additional accompaniments ”, and it is 
only in certain Third Programme broad- 
casts and in enlightened concerts such as the 
recent series of Handel organ concertos at 
the Royal Festival Hall, London, that we 
ever get a chance to hear his music as he 
intended we should hear it. With a pro- 
fessional choir of some seventy or eighty 
singers and an orchestra with few enough 
strings to let the oboes and trumpets “‘come 
through” without effort, a Handel oratorio 
can sound tremendously exciting, to my 
mind more so than in a conventional grand 
“ festival” performance. But it can only 
do so in a smallish hall, on the air, or on a 
record; and not of course in a cavernous 
space such as the Albert Hall. For the big 
concert hall the big chorus is essential, and 
for the big chorus the big orchestra is 
essential. Hence the additional accompani- 
ments by such men as Ebenezer Prout and 
Sir Malcolm Sargent. For many there is 
no pleasure in life greater than being one of 
a large chorus singing Handel, and I would 
not wish that there should be less of such 
performances. But I confess I pine for just 
one record of a Handel oratorio as Handel 
wrote it, even though in the large concert 
hall I might prefer the sort of performance 
given on this record. 


Let me say without more ado that this is 
a good performance and a quite superlative 
recording. Large choral and orchestral 
forces are very hard to balance convincingly 
on a record ; in this case the engineers have 
been unusually successful. And the quality 
of the sound is equally satisfying. There are 
few chances for solo singers in this choral 
marathon, but all three acquit themselves 
nobly ; Richard Lewis takes his one chance 
with magnificent assurance, and though 
Elsie Morison does not seem quite at ease 
with the tempo selected for ‘‘ Thou didst 
blow with the wind”, she is magnificent 
in those wonderful unaccompanied phrases 
that open the final chorus. There are times 
when the Huddersfield Choral Society 
sound a little tired, which is hardly to be 
wondered at in a work that gives them 
scarcely any rest at all. In some of the 
slower numbers, for instance “‘ The depths 
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have covered them” and “ And with the 
blast of Thy nostrils’, the sopranos waver 
a shade below the note and lack that clear, 
fresh quality all sopranos should aim at. 
But in the big moments such as the 
‘** Plague” choruses and ‘“‘ The people 
shall hear” they rise splendidly to the 
occasion. The orchestra too, apart from 
some loss of ensemble towards the end, is 
excellent. 

Sir Malcolm has wisely cut numbers 11, 
19, 21, 26, 31 and 32 (as numbered in 
Novello’s vocal score edited by Mendels- 
sohn) ;_ all these are rather dull pieces, 
mostly borrowed from “Erba’s Magnificat”’. 
(Percy Robinson has shown that Erba was 
almost certainly a purely imaginary com- 
poser and that the Magnificat was probably 
an early work by Handel himself, written in 
Italy at the house of one Erba who later 
became Archbishop of Milan.) The 
omission of number 26 leaves a very 
unhappy key sequence between 25 and 27, 
but it is hard to see a solution to this 
problem. Sargent begins rather question- 
ably with a short piece for brass and drums 
which he has either invented himself or 
adapted from elsewhere in Handel. Pre- 
sumably he thinks the usual recitative 
opening ineffective, though he has not so 
far produced a brass band introduction for 
Elijah. However he might argue with truth 
that Israel in Egypt as it stands consists of 
the second and third parts of an oratorio 
for which Handel never wrote a first part. 
(At the first performance Handel began 
with an orchestral introduction from his 
Funeral Anthem.) The whole oratorio is 
announced as “orch. Sargent”, and ia 
brief this means that he has arranged the 
recitatives for strings, added brass in many 
places (the original has trumpets and 
trombones but not nearly so much of them, 
and no horns which Sargent often uses), 
touched up the flute and oboe parts in the 
charming “sheep” chorus—and so far 
only extreme purists will cavil. More 
dubious are the addition of held chords 
behind the violin duet that begins “ Their 
land brought forth frogs”, (following 
Mendelssohn who has held organ chords 
here), the substitution of trumpets for oboes 
in the duet “The Lord is a man of war” 
(sung on this record by the choral basses) and 
the loud ending with full brass to the last 
chorus in Part One; if Handel had wanted 
this ending to be loud he would not have 
written it for strings and bassoons only. 
Generally speaking one can hear Sargent’s 
trumpet and trombone parts more clearly 
than Handel’s. 

I have said little so far of Handel’s 
contribution to these two records: it is in 
fact the chief reason for buying them, and 
this is not intended as a dig at singers, 
players or conductors. The fact is that this 
is tremendous music, enormously satisfying, 
visionary, Miltonic—there are not enough 
adulatory epithets for it. Though I feel a 
little critical of certain points arising out of 
Sir Malcolm’s editing, he has on the whole 
done a splendid job in conveying the 
astonishing greatness of this music, and it 
will be a long time before you hear a 
better recording of a large chorus and 
orchestra. RF. 
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GREGORIAN CHANT. Orationes 
solemnes et adoratio crucis in 
Feria VI in Parasceve from Liturgy 
for Good Friday. Choir of the 
Monks of the Benedictine Abbey 
of St. Martin, Beuron directed by 
P. Dr. Maurus Pfaff, O. S. B. 
D.G.G. Archive APM14034 (12 in., 
39s. 74d.). 

It was an imaginative idea to begin this 
disc with the magnificent Responsory 
Tenebrae factae sunt, from the Second 
Nocturn of Matins of Good Friday, which 
describes the Saviour’s death on the 
Cross and quotes His last words. The 
melody, as He cries ‘‘ My God, why hast 
Thou forsaken Me’, at once rises an 
interval of a sixth to a ninth—a very un- 
usual thing in plainsong—to express this 
anguished cry. After this the Beuron 
monks interpolate some words that I 
cannot trace, and which I take to be a 
variation of the Responsory used in their 
branch of the Benedictine Order. D.G.G.’s 
card is not helpful in this matter, stating 
that the Vatican edition of the Roman 
Gradual is used (Desclée), whereas this 
Responsory has, of course, no place in the 
Gradual, nor does the latter contain the 
Solemn Prayers that follow it. (The listener 
will find, however, all the material in the 
easily available Holy Week book.) It is also 
unusual that the Antiphon Crucem tuam is 
sung after the hymn Pange lingua instead of 
immediately before it. 

From the nature of things—the prayers 
take nearly seventeen minutes—this is a 
record to be prayed with, text in hand, and 
not, for the most part, one to be listened to 
for aesthetic enjoyment. Even so it does 
contain, besides the Responsory mentioned, 
the moving Jmproperia (Reproaches) sung 
during the Adoration of the Cross (in which 
come the petitions sung by the first choir in 
Greek (Agios a Theos, etc.) and at once 
repeated by the second one in Latin (Sanctus 
Deus, etc.), a witness to the age of the 
undivided Church and the fine versicle 
Crux fidelis sung alternately with the hymn 
Pange lingua. 

The singing and recording is, as in other 
discs made by this monastic choir, extremely 
good and full toned and, as an example of 
the care taken, I noted the pause made, after 
the prayers, between the words (sung by 
deacon and sub-deacon) ‘‘ Flectamus genua 
—Levate”’ (‘“‘ Let us kneel—Rise up ”’) as 
if carrying out the action. 

The disc is a valuable addition to the 
impressive existing repertory of Gregorian 
Chant. 





Gustav Mahler Society 

The International Gustav Mahler Society 
came into existence in Vienna in November, 
1955 and has Bruno Walter as its honorary 
President. Full details may be obtained 
from the Secretary, Obere Bahngasse 
6/1/21, Vienna III, Austria. 


European Music Festivals 

Full details of seventeen major European 
Music Festivals are available from the 
Association of European Music Festivals, 
122 rue de Lausanne, Geneva, Switzerland. 
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OPERATIC 


GERSHWIN. Summertime (Act 1); It 
ain’t necessarily so; I got plenty 
o’ nuttin’; Bess, you is my woman 
now (Act 2) from “‘ Porgy and Bess ”’. 
Risé Stevens (mezzo - soprano), 
Robert Merrill (baritone), Robert 
Shaw Chorale conducted by Robert 
Shaw, R.C.A. Victor Orchestra 
conducted by Robert Russell 
Bennett. H.M.V. 7EB6o15 (7 in., 
11s. 14d.). 


As there is now a set with beautiful 
Negro voices singing this opera, I feel less 
inclined than ever to accept white performers 
as satisfactory. But Helen Jepson and 
Tibbet made these tunes popular over here 
and these singers from the Metropolitan 
are at liberty to try their hand too. Miss 
Stevens seems to me to “ unbend ” some- 
what self-consciously in the manner of a 
great prima donna giving Annie Laurie 
the works. The lovely Summertime lullaby 
is ideal for a high Negro soprano ; less 
suited to a warm mezzo. Merrill on the 
other hand is charming in “It ain’t 
necessarily so’’. He has a lovely voice 
and a sense of fun. For seven-inch fanciers 
(among whom I do not find myself, having 
caught too many of mine warping and then, 
being so small, refusing to lie flat) this 
should be a popular buy. P. H.-W. 


GOUNOD. Faust. 
Faust Eugene Conley (ten.) 
Mephistopheles Cesare Siepi (bass) 
Valentine Frank Guarrera (bar.) 
Marguerite Eleanor Steber (sop.) 

Siebel 

Margaret Roggero (mezzo-sop.) 
Martha Thelma Votipka (con.) 
Wagner Lawrence Davidson (bass) 
Metropolitan Opera Chorus and 
Orchestra, Erneste Barbini (organ), 
conducted by Fausto Cleva. Philips 
ABL3096-8 (three 12 in., 118s. 104d.). 
Cluytens (9/54) (H)ALP1162-5 
My friends tell me that the words 
Waiting for Gounod will be found engraved 
on my heart. True, nothing can persuade 
me that the opera Faust, however un- 
Goethean in spirit, is not a highly successful 
and enjoyable work: further, considered 
operatically, the Garden Scene strikes me 
as incontrovertibly a masterpiece. So, 
always hoping for a good Faust set, I 
welcome this new offering but can only 
give it a qualified blessing. The recording 
as such is firm, even if the total effect is a 
little distant. But the performance, though 
adequate, is not ever superfine. To test 
this assertion you should play the first two 
minutes of act III where Gounod with 
genius paints the scene of the eerie garden 
at dusk and compare this handling of it— 
matter of fact and accurate enough—with 
the lovely poetry which Beecham extracted 
from the same passage in that broken set of 
Faust on the old H.M.V. (DBg9422 onwards) 
series. Generally, the swing of Gounod’s 
music is reproduced, not its magic (another 
test point is Marguerite’s first appearance 
at the Kermesse where there is all the 
difference in the world about how the waltz 
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slides into the subdominant). I don’t 
suggest Fausto Cleva underrates the work, 
but one doesn’t sense the true affection. 

The singing is presumably up _ to 
Metropolitan standard, but I cannot praise 
it very highly. Surely the Carl Rosa Faust 
in its heyday was superior ? With all its 
shortcomings the Paris H.M.V. set with 
De Los Angeles and Gedda is preferable if 
only because the French is better. The 
French as sung here is poor—Steber’s 
is the best, the Italian baritone’s the worst, 
but it never sounds quite right—pronuncia- 
tions such as “la poo-issance”’ are ugly. 
Siepi is a fine Mephistopheles all the same : 
the best point in the set, I should say. 
Conley has the ringing high C all right 
and is a manly and attractive enough 
tenor, though too baritonal in timbre (to 
my ear) to seem quite right for Faust. 
Someone like our own Heddle Nash is much 
more the mark, failing a really good French 
tenor. Eleanor Steber whose Elsa and 
Desdemona I much admired seems a 
little off form ; her trill in the jewel song 
is bumpy and though she is capable of the 
angelic purity so much needed for the love 
duet, taking some of her high notes softly 
a la Melba, with ravishing effect, she is 
sometimes unsteady elsewhere—in the 
church scene for instance. And something 
indefinably coquette and yet devoted 
proper to this very Parisian heroine escapes 
the gifted American girl. Like De Los 
Angeles she ducks the final high C at the 
moment of surrender but holds the top 
line well in the trio “ Anges purs”’. The 
ballet is absent. Otherwise the placing on 
discs is an excellent job. 

It seems to me, all in all, a less distingu- 
ished Faust than the H.M.V. set of four discs. 
But the garden scene is on both sides of the 
middle record and as the problem is largely 
a matter of taste in timbres and accents, 
a prospective Faust-fancier should not be 
put off sampling. P.H.-W. 


LEONCAVALLO. Vesti la Giubba 
(Act 1); Intermezzo from “I 
Pagliacci ”’. 

MASCAGNI. Voi lo Sapete; Inter- 
mezzo from “Cavalleria Rusticana”’. 
Gré Brouwenstijn (soprano), Franz 
Vroons (tenor), Hilversum Radio 
Orchestra conducted by Paul van 
Kempen. Philips NBE11018 (7 in., 
11s. 10d.). 


I admire both these singers. Vroons was 
one of the best Don Josés and one of the 
best Hoffmanns in a small way too. But 
Canio is another matter and though I can 
see that his Dutch fans would welcome such 
a record, I feel bound to point out that if 
you want a thrilling account of “ On with 
the motley ”’ there is the whole tenory of 
the world to pick from—Caruso to Harry 
Secombe—and that Mr. Vroons does not 
cut a great figure on a comparative plane. 
Brouwenstijn’s Santuzza is heartfelt and 
musicianly but slow. And then, there is a 
competent performance of the hackneyed 
Intermezzo. The record will presumably 
find its right market ; it strikes me as a 
rum little package. P. H.-W. 
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DER, FLIEGENDE 
HOLLAN DER. 


( The Flying Dut honan ) 


Senta ASTRID VARNAY 

Mary ELISABETH SCHARTEL 
Erik RUDOLF LUSTIG 

Der Steuermann JOSEF TRAXEL 
Der Hollander HERMANN UHDE 
Daland LUDWIG WEBER 
with THE BAYREUTH FESTIVAL 
CHORUS AND ORCHESTRA 
conducted by JOSEF KEILBERTH 
LXT 5150-52 
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EUGENE ONEGIN, 


Tatjana VALERIA HEYBALOVA 
Lenskki DRAGO STARTZ 
Eugene Onegin DUSHAN POPOVICH 
Prince Gremin MIRO CHANGALOVICH 


with supporting cast and 


THE CHORUS AND ORCHESTRA OF 
THE NATIONAL OPERA BELGRADE 
conducted by OSCAR DANON 
LXT 5159-61 
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L'ELISIR“D'‘AMO:RE L4A FAVORITA 


Adina HILDE GUEDEN Leonora GIULIETTA SIMIONATO 
Giannetta) LUISA MANDELLI Fernando GIANNI POGGI 
Nemorino GIUSEPPE DI STEFANO Alfonso ETTORE BASTIANINI 
Belcore RENATO CAPECCHI Baldassarre JEROME HINES 
Dulcamara FERNANDO CORENA with supporting cast and 
with THE CHORUS AND ORCHESTRA OF THE CHORUS AND ORCHESTRA OF 
THE MAGGIO MUSICALE FIORENTINO THE MAGGIO MUSICALE FIORENTINO 
conducted by conducted by ALBERTO EREDE 
FRANCESCO MOLINARI PRADELLI LXT 5146-48 
LXT 5155-57 


IVAN, SUSANIN, 


Antonida MARIA GLAVACHEVICH 
Vania MILITZA MILADINOVICH 
Bogdan Sobinin DRAGO STARTZ 
Ivan MIRO CHANGALOVICH 
with supporting cast : 
THE CHORUS OF THE YUGOSLAV ARMY a, a: b> 
and ORCHESTRA OF . 


THE NATIONAL OPERA BELGRADE hie ~ v 3 ‘ ee 
a 


conducted by OSCAR DANON a, st Sas y *y' . i.) 
LXT 5173-76 











LISZ1 
A Faust Symphony 
L°’ORCHESTRE DU CONSERVATOIRE 
DE PARIS 
Les Préludes 
L’ORCHESTRE DE LA SUISSE ROMANDE 
both conducted by ATAULFO ARGENTA 
LXT 5101-2 


MOZART 
Concerto No. 27 in B flat major 
for Piano and Orchestra, K.595 
WILHELM BACKHAUS 
with THE VIENNA PHILHARMONIC 
ORCHESTRA 
conducted by KARL BOHM 
remainder of 2nd side: 
Sonata No. 11 in A major, K.331 
WILHELM BACKHAUS 
LXT 5123 


PROKOFIEV 
Lieutenant Kijé—Symphonic suite, Opus 60 
L’ORCHESTRE DU CONSERVATOIRE 
DE PARIS 
The love of three oranges— 
Symphonic suite, Opus 33a 
THE LONDON PHILHARMONIC 
ORCHESTRA 
both conducted by SIR ADRIAN BOULT 
LXT 5119 


FAURE 
Requiem, Opus 48 
GERARD SOUZAY, SUZANNE DANCO, 

L’ UNION CHORALE DE LA TOUR DE PEILZ 

and 
L’ORCHESTRE DE LA SUISSE ROMANDE 

conducted by ERNEST ANSERMET 
LXT 5158 


MARTIN 
Concerto for Violin and Orchestra 
WOLFGANG SCHNEIDERHAN with 
L’ORCHESTRE DE LA SUISSE ROMANDE 
conducted by ERNEST ANSERMET 
LX 3146 


JOHANN STRAUSS 

Le beau Danube (Complete ballet); 

ROSSINI 
William Tell— Ballet music 

THE LONDON PHILHARMONIC 

ORCHESTRA 
conducted by JEAN MARTINON 
LXT 5149 


KATHLEEN FERRIER 
AN ANTHOLOGY 


Blow the wind Southerly (a) and 
‘Messiah’ (HANDEL): He was despised (5); 
Um Mitternacht (MAHLER) (c) and 
‘Orfeo’ (GLUCK): Che puro ciel (d) 


(a) Unaccompanied (b) with THE LONDON 
PHILHARMONIC ORCHESTRA conducted by 
SIR ADRIAN BOULT (c) with THE VIENNA 
PHILHARMONIC ORCHESTRA conducted by 
BRUNO WALTER (d) with THE GLYNDE- 
BOURNE FESTIVAL CHORUS and THE 
SOUTHERN PHILHARMONIC ORCHES- 
TRA conducted by FRITZ STIEDRY 

LW 5225 (medium play) 


AN ANTHOLOGY OF 
ENGLISH SONG VOL 3 


Go not happy day; Is my team ploughing?: 
| have twelve oxen;. In youth is pleasure: 
Yarmouth fair; Persephone: How love came 
in; Let the florid music praise: Three Chinese 
lyrics; Love went a-riding 


PETER PEARS with BENJAMIN BRITTEN 
LW 5241 


AN ALBUM OF 
ORCHESTRAL FAVOURITES 
‘La Vida Breve’ (FALLA): Danza espanola; 
Habanera (CHABRIER); ‘Sorochinsky Fair’ 
(MUSSORGSKY): Gopak; Clair de lune (DEBUSSY); 
Marche écossaise (DEBUSSY) 
L’ORCHESTRE DE LA SUISSE ROMANDE 


conducted by ERNEST ANSERMET 
LW 5234 (medium play) 


SULLIVAN 


Overtures: The Yeomen of the Guard; 
Princess Ida; The Sorcerer 


THE NEW SYMPHONY ORCHESTRA OF 
LONDON 


conducted by ISIDORE GODFREY 
LW 5227 (medium play) 
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LORTZING. Zar und Zi 
Peter I Horst Giinter (bar.) 
Peter Iwanow’ Alfred Pfeifle (ten.) 
van Bett Gustav Neidlinger (bass) 
Marie Ellinor Junker-Giesen (sop.) 
Witwe Browe Therese Anders (con.) 
Admiral Lefort Gustav Grefe (bass) 
Lord Syndham 
Wolfram Zimmermann (bass) 
Marquis v. Chateauneuf 
Walter Ludwig (ten.) 
Ein Offizier Karl Spirwes 
Ein Ratsdiener 


Siegfried Fischer-Sandt 
Choir and Orchestra of the 
Wiirttembergischen Staatstheater, 
Stuttgart, conducted by Ferdinand 
Leitner. D.G.G. DGM18060-2 (three 
12 in., 118s. 104d.). 

One quite sees why this comic opera of 
1837 is important to the Germans for it 
makes the link between Freischiitz and Die 
Feen and ultimately Die Meistersinger, On 
an international plane, it is weak stuff 
compared to Auber or Rossini, indefineably 
provincial and homespun and to my ear 
often less fun than our own “ Bo Girl” or 
Maritana. Still, on the stage the tunefulness, 
the quite ingenious story (about Peter 
the Great during his time in Holland, 
disguised as a shipwright, with love com- 
plications), the clog-dance and one or two 
numbers, the bass scene for the burgo- 
meister Van Bett (“‘Ich bin klug und weise’’) 
and the French ambassador’s tenor romance, 
in praise of the Flemish beauties all make 
up a pleasant evening. There are numerous 
amusing quick time ensembles, which are 
well done in this Stuttgart performance. 
The soloists know the work inside out and 
have the right style for it, including the 
spoken passages though the actual solo 
singing apart from the bass Neidlinger is 
seldom very distinguished. The Marie for 
instance has the typical irritating ways of a 
secondary German soubrette. 

But it is right and proper that this 
company should be issuing a complete 
version of the work and those who fancy 
the bargain can be assured that the perform- 
ance is bright, lively and thoroughly 
efficient. The sound of it is rich, deeply 
recaptured and in true perspective ; the 
only blemish is an occasional sag in pitch. 
The set is recommended to the right 
buyer—one who wants six sides of ‘‘ The 
Czar and the Carpenter ”’ for keeps. 

P. H.-W. 





PERGOLESI. La Serva Padrona. 
Serpiano Rosanna Carteri (sop.) 
Uberto Nicola Rossi-Lemeni (bass) 
Orchestra of La Scala, Milan, con- 
ducted by Carlo Maria Giulini. 
Elio Cantamessa (harpsichord). 
Columbia 33CX1340 (12 in., 39s. 74d.). 
Recorded at La Piccola Scala in 
co-operation with the “ E.A. Teatro 
alla Scala ”’, Milan. 

‘his work is much more important 
historically than any other way. At the 
time of its first triumph (1732) it let the 
dav light into opera (rather as Cav and Pag 
dic later on). Here was a homespun 
co:.edy of master and maid, a bell rung 
anc pert domestic chaff about the chocolate. 
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It opened the way for the humanities of 
Mozart and Rossini and ultimately for 
verismo. Here were two human people, 
not a couple of operatic lay-figures. All the 
same the work—quite apart from the 
tedium which its mere name sets up by 
recalling all those puppets, those amateur 
performances and those school versions one 
has had to see—is just a shade boring for 
those who have inherited the great works 
which came after it. (I feel the same about 
Bastien und Bastienne and Le Devin du village 
from which last may witchcraft preserve 
us!) This is like listening to some intermin- 
able scene between Marcellina and Antonio, 
in the knowledge that you’ll never come to 
Susanna or Figaro. 

This recording is technically beautiful, 
lives in the room with you: though in the 
long passages of recitative you would be 
glad of a bit more “voice” from the 
harpsichord. On the stage (or in the room 
with you) I think it must be a brilliant 
performance. Rosa Carteri is alight with 
pretty looks and speaking eyes: Rossi- 
Lemeni is a good enough actor (as Boris 
anyway) to “ lift you out of your seat ”’, as 
they say. But neither performer has the 
really smooth, even scale or refined style 
which such eighteenth century music pre- 
supposes. Intonation is dubious, the tone 
goes back in the throat suddenly (as if 
this were Puccini), the “line” is hap- 
hazardly thin or thick, like a child’s hand- 
writing. But there is plenty of gusto, even 
to a point of over-acting a little. ‘‘ Well- 
made second class ”’ is my verdict. 

P.H.-W. 


OPERATIC RECITAL. Aria: De la 
mia vita rosa; Duet : Leila mia! 
from ‘‘I Pescatori di Perle”, Act 2 
(Bizet). Duet: Qualcun! metti 
amici presto a sto! from 
** Manon ”’, Act 1 (Massenet). Recit.: 
Lucia, per dona; Duet: Sulla 
tomba from “Lucia di Lammer- 
moor”, Act 1 (Donizetti). Duet: 
Suzel, buon di from “ L’Amico 
Fritz’, Act 2 (Mascagni). Mar- 
gherita Carosio (soprano), Carlo 
Zampighi (tenor), Symphony 
Orchestra conducted by Nino 
Sanzogno. H.M.V. ALP1353 (12 in., 
39s. 73d.). 

A surprisingly pleasing record. Surprising, 
that is, if like me you were rather disap- 
pointed in this pair on their last appearance 
here in the flesh. On disc they sound often 
very attractive. I would say this is the best 
Cherry Duet (L’Amico Fritz) since the 
famous Schipa-Favero issue: it is done with 
just the right love of the thing and enough 
but not too much coquetry or teasing out 
of held notes. Both singers sound delightful. 
If that is the best of it, the Pearl Fishers 
is not at all bad either, and much less thin 
and nasal than in some recent French 
versions. It’s a pleasing duet too. There is 
perhaps over much echo chamber added 
and Carosio sounds too near and rather 
breathless at times, but she passes muster. 
In Italian Manon sounds different, and is 
apt for some reason to sound slower too. 
This is quite a good account of the last ten 
minutes of the Amiens scene and by 
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comparison with what is available of it in 
other versions (which are not numerous) 
it is enjoyable, if not good by an absolute 
measure. In the Lucia duet, where Edgardo 
and the Miss swear love in the garden the 
line is well held by both neither shrill nor 
strident. This record will do the reputation 
of this well united pair more good than 
some of their touring concerts. P. H.-W. 


PUCCINI. E lucevan le stelle from 
“Tosca ”. Nessun dorma from 
‘** Turandot ’’. Harry Secombe 
(tenor) with orchestra conducted by 
Emanuel Young. Philips PB550 
(10 in., 6s. od.). 


To Harry Secombe’s first record of pop. 
classics, (Canio and Cavaradossi in their 
first-act pieces) I gave a welcome, for it is 
not every funny man who turns out so 
trusty a robust tenor as this—though often 
it is the other way round, inadvertently ! 
Here he sings a warm-hearted ‘ Nessun 
dorma ”’ which is less inartistic than some 
I could name and reminds me a good deal 
of the famous old Valente version with a 
long held lung-buster on the second 
syllable of the last “‘ vincero”’. This is a 
little tight-pursed and uncharming and 
the chorus sounds tentative. So does the 
conducting. But on the whole it will not 
let down those who buy it because they 
want a record of “ that Turandot thing ” 
by Harry Secombe, TV’s funny man. I 
find this Cavaradossi of the last act un- 
aristocratic but again one has heard many 
such like, and Mr Secombe could hold his 
own with all but the top flight of tenors in 
the catalogues. What shall we have next ? 
Not J somehow fancy, Mozart. Meanwhile 
no bad effort: and I mean exactly that, 
with no intention of patronising. 


P.H.W. 


LES GRANDS SOIRS DE L’OPERA. 
Mais ce Dieu (Act 1) ; G. Vaillant 
(bass), KR. MHuylbrock (tenor) ; 
Salut demeure; R. Huylbrock 
(tenor); Air des bijoux; J. 
Guihard (soprano); Sérémade de 
Mephisto; G. Vaillant (bass). All 
from “ Faust” (Gounod). Air de 
Rysoor from “ Patrie”’ (Paladilhe) ; 
Ernest Blanc (baritone) with orchestra 
conducted by Albert Wolff. Air de 
lago; René Bianco (baritone) ; 
Air du Saule; Berthe Montmart 
(soprano). Both from “ Othello ” 
(Verdi) with orchestra conducted by 
Robert Benedetti. Direction by 
Max de Rieux. London International 
TWor1131 (12 in., 39s. 74d.). 

Disappointing, because this company 
issue some rare. French treasures now and 
again. Here are the hackneyed choices— 
except for the old stirring piece from Patrie, 
which is by no means badly sung—French 
baritones being the strongest suit in the 

French school of song to-day. 

The recording is impeccable, except for 

a quiet gentlemanly cough during Desde- 

mona’s Willow song (it sounds dreadful in 

French, with its cries of “‘ Saule! Saule! ”, 

tempting the wag to add bonne femme each 

time). Mme Montmart, however, comes out 
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as the top singer of the class, best of a poor 
lot. There is some artistry from her, if little 
enough from her ragged orchestral support. 
The Faust excerpts are undistinguished in 
the extreme: if these be the grands soirs of 
the opera, what can the petites soirées be like ? 
The tenor sings along competently in the 
third act cavatina and takes the high C in 
a manner customary in the French provinces; 
not, that is to say, the “‘ Ut de poitrine ” 
(what we are used to from Gigli, Bjérling 
or the most recorded Fausts) but a soft 
*‘ head ” note, without lower resonance, 
which the unguarded might call “falsetto” 
wrongly. Otherwise interest is lacking and 
the Jewel Song is laboured. P.H.-W. 


SOPRANO ARIAS. Ne mai dunque 
avré pace from “La Wally ”, Act 3 
(Catalani) ; Io sono Pumile ancella 
and Poveri fiori from ‘ Adriana 
Lecouvreur ”’, Acts 1 and 4. L’Annun- 
zio and La Morte di Cecilia from 
“ Cecilia ” (Refice). Renata Tebaldi 
(soprano), Orchestra of the Acca- 
demia di Santa Cecilia, Rome, 
conducted by Alberto Erede. Decca 
LW5231 (10 in., 19s. 6d.). 

Renata Tebaldi has garnered an inter- 
esting collection of arias, of which only the 
two from Adriana Lecouvreur lie near the 
beaten trail. These two also appear in 
Callas’s recent collection of soprano arias, 
on Columbia 33CX1231, and the com- 
parison is interesting. Both divas, of course, 
pass with honours. Callas, as is her way, 
recreates the dramatic situation with more 
intensity—Adriana modestly protesting that 
she is but the handmaiden of art, and 
Adriana grieving over the little bouquet 
which she thinks Maurizio has returned to 
her as a symbol of his withered love—and 
savours and shapes the phrases in her own 
splendid way. But Tebaldi, who sings on 
this disc with very brilliant, forward, and 
gorgeous tone, is hardly less dramatic. 
Neither of them, we may add, makes as 
much of Poveri fiori as Claudia Muzio did 
on Columbia LC2o0, (no longer available). 
Adriana, by the way, stresses “‘ umile ” 
in the way that Benjamin Britten did in the 
first version of his Michelangelo Sonnets. 


Surely that LP collection of Muzio’s 
Columbia recordings is long overdue ? One 
thinks so again when passing to the Refice 
arias from Cecilia. The role of Cecilia, the 
Roman saint and martyr, was one of 
Muzio’s last successes before her early death, 
and the “‘ Sacred Action in Three Episodes ” 
originally performed in 1934, has never 
quite passed into oblivion: Monsignor 
Refice conducted performances in Dublin 
in 1954, and it was after conducting a 
performance in Rio de Janeiro later the 
same year that he died. On two 12-inch 
Columbias Muzio recorded the same 
extracts as Tebaldi does here, under the 
composer’s baton. In the absence of these, 
Tebaldi’s sensitive, beautifully sung account 
of this expressive and tasteful music is more 
than welcome (she does not, by the way, 
have the support of a female chorus round 
her deathbed as Muzio did). 


The aria from La Wally seems to have 
been recorded only once before, by Gina 
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Cigna; the impetuous, striking phrases 
(Wally has just suggested to the baritone 
that he might push the tenor over a cliff) 
suit Tebaldi very well. All in all, a most 
successful and enjoyable record, with a 
forward, brilliant recording to match 
Tebaldi’s tones. A.P. 


POETRY AND DICTION 


SHAKESPEARE. Richard III. .- 
King Edward IV Cedric Hardwicke 


Archbishop of Canterbury 

Nicholas Hannen 
Richard III Laurence Olivier 
Buckingham Ralph Richardson 
Clarence John Gielgud 
Queen Elizabeth Mary Kerridge 
Jane Shore Pamela Brown 


Paul Huson 
Stewart Allen 


Prince of Wales 
Page to Richard III 


Lady Anne Claire Bloom 
1st Priest Russell Thorndike 
1st Monk Wally Bascoe 
2nd Monk Norman Fisher 


Brakenbury Andrew Cruickshank 


Rivers Clive Morton 
Scrivener Terence Greenidge 
Catesby Norman Wooland 
Hastings Alec Clunes 
Grey Dan Cunningham 
Dorset Douglas Wilmer 
Stanley Laurence Naismith 
Dighton Michael Gough 
Forrest Michael Ripper 
Duchess of York Helen Haye 
Young Duke of York Andy Shine 
Abbot Roy Russell 
Lord Mayor of London 
George Woodbridge 
Ratcliffe Esmond Knight 
Lovel John Laurie 
Messenger to Hastings 
Peter Williams 
Hastings’ Ostler Timothy Bateson 
and Priest Willoughby Gray 
Scrubwoman Anne Wilton 
Beadle Bill Shine 
1st Clergyman Derek Prentice 
end Clergyman Deering Wells 
George Stanley Richard Bennett 
Tyrrell Patrick Troughton 
1st Messenger Brian Nissen 
2nd Messenger Alexander Davion 
grd Messenger Lane Meddick 
4th Messenger Robert Bishop 
Norfolk John Phillips 
Henry Tudor, Earl of Richmond 
Stanley Baker 
Produced and directed by Sir 
Laurence Olivier. Music by Sir 


William Walton. From the Sound- 
track of the London Films Production. 
H.M.V. ALP1341-3 (three 12 in., 
118s. ro4d.). 

This is, not to mince words, the sound 
track of that fine film. You could achieve 
exactly the same result by visiting the 
Leicester Square Cinema and sitting through 
the film with your head in a bag. For those 
who have seen the film, the discs will bring 
back memories and serve as a souvenir of a 
fine achievement. For those who have not 
seen it, much of it may be mysterious and 
also too long ; for there are long “‘silences” 
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as it were, eked out with sound effect:, 
distant music, far off cheers or shouts. .\, 
good B.B.C. production of Richard the 
Third has been known to be more effectiv«, 
I should say, in a conveying of Shakespeare 
by ear alone. After all this was not intended 
merely to be listened to. Some passages-- 
such as the haunting visions before Bosworth 
—come off very well and there are severil 
speeches, Olivier’s ‘‘ Now is the winter .. .”’ 
etc. and Gielgud in Clarence’s Dream, which 
are most treasureable. Olivier’s sardonic, 
light, crisp tones which he employs for his 
famous interpretation of the Crookback are 
very interesting and effective, though I 
have always missed, in his rendering, that 
savage boar quality which must surely be 
there for ‘‘ A horse, a horse...” Also, I 
admit he must be the “ bottled spider ”’ ; 
and that animal, is beautifully suggested. 
Walton’s music (pomps and trumpets and 
tuckets) and the incidental effects of a bird 
singing or a lute being tuned make up a 
pleasing background of sound, if you are 
the sort of person who likes a lot of other 
sound behind your Shakespeare. There are 
minor performances of great distinction 
here from about half of casting directory 
of the British theatre and all in all, I think 
the issue is well worth while—“ for the 
record”? as they say. For more detailed 
accounts, see the film critics. P. H.-W. 


COCTEAU. La Voix Humaine. Gaby 
Morlay. Directed by Max de Rieux. 
London International TWo1102 
(12 in., 39s. 74d.). 

Flawless recording on a perfectly silent 
surface of a fine performance by a very 
practised and subtle actress. The famous 
sketch is the feminine side of an agonising 
telephone call which is the “‘ end of the 
affair”. Cocteau misses nothing. In its 
grand guignol way this is a little master- 
piece: the exasperation about wrong 
numbers, the call which doesn’t come 
through, the need to keep going—=* what- 
ever cost of bathos—the flow of converse 
with the urseen, other end—who, that was 
ever in love and unhappy and cursed with 
telephonic conjunctions, can listen to this 
unmoved (provided he knows French) ? 
I was sitting forward on my chair at the 
end, but how often one would want to be 
put through the mangle is a matter of taste. 

P.H.-W. 


CLASSICAL REISSUES 


Vocal 

These are all on the Decca label. The 
Duo de Sainte-Sulpice from the complete 
Decca Manon has already appeared as a 
separate reissue. The other two big ducts, 
now coupled on the medium-play LW5203, 
are most enjoyable. The first runs from Des 
Grieux’s first entrance (“J’ai marqué l’heure 
du départ”’), through his first sight of 
Manon, and their falling in love, to “* Nous 
irons 4 Paris”. It is a pity that the first 
spoken exchanges of the pair are omitted, 
since Des Grieux’s first sung words to Manon 
(“« Et je sais votre nom ”’) are the continu- 
ation of a spoken sentence, and hardly make 
sense by themselves. The other side contains 
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Experts Ghotce 


" TRICHANMEL "— The 3C “ pores Livi — \N 

Unique system employing ree separate amplifying channels MQ 

obviating intermodulation, feeding individual speaker units S MAY v 
combined in a corner cabinet, resulting in complete freedom WN 

-from source effect and providing an unbelievable sense of a 

realism. To those who desire the world’s best reproduction, you 

must ‘ Tri-Channel ’’. 

Price: £115. complete. 



























THE NEW SENIOR “A-Z” 20W 
WIDE RANGE AMPLIFIER 

Combines range, tone and a reserve 
of power with less than 0.05% distor- 
tion including Tone Control. Price: 
£40. complete. 

THE CE OF MEDIUM- POWERED 
AMPLIFIERS ‘ . a: 
Giving reproduction described as a 

revelation ”’, he . 

new Junior Mark Uggs iran. 70 ‘ 
Il 10W Amplifier. (ei ~“<"—SUteeeuee en . 
Price: £22. 10s. 0d. o" or 
complete. % M 
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THE FAMOUS PHASE THE NEW LOOK F.M. UNIT 
INVERTER SPEAKER Simply perfect and perfect] 
A compliment to any Am-_ simple to tune. Price: £15. 

4 pliser and @ perfect match plus £5. 15s. 6d. P.T > 








OUND SALES equip- THE NEW _ LOOK “A-Z” 
ment. Price: £16 10s. 0d. RADIO UNIT 

“EXTRATOP” High Fre- Medium and long wave 
quency Speaker with Cross- radio reception at its best. 
over, if required, Price: Price: £12. 15s. 0d. plus 
£12. 10s. Od. £4. 188. 3d. P.T. 


The disadvantage of being ahead is that so many ideas 
are made available to so many other people who promptly 
imitate and advertise until the whole thing becomes a 
competition in superlatives. SOUND SALES introduced 
separate Tone Control Units and Phase Inverter Speakers 
to the public over ten years ago. Those in doubt can 
refer to advertisements but as we take a new step towards 
even better reproduction with the introduction of ‘ Tri- 
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SOUND SALES LIMITED ate! S 

Works and Acoustics Laboratories WW WWW 
WEST STREET, FARNHAM, SURREY, ENGLAND 
Tel. Farnham 6461 (3 lines), Grams. ‘‘Sounsense’’ Farnham 
NEW YORK | HONG KONG y : sours —— (Pty NEW ZEALAND 
r hing F g Company, 300 ereeniging unsmitns os i nia 
The E rporation, 551 | Shing Foon : : Limited, P.O. Box 15a | TeeVee Radio Limited, 134 Albert 
Filth Avenue Nea Verte U.s.A. | American International Build- | Eeaconsfeld Avenue, Vereeniging, | Street, Auckland, C.1, New 
. ings, Hong Kong. A. : Zealand. 
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Just Supposing...... 


Just supposing you had never seen anything but black and 
white movies and then, suddenly, someone showed you a colour 
movie for the first time. That would be the measure of the difference 
between ordinary recorded music and the New Orthophonic High 
Fidelity system. 

The whole audible frequency spectrum is there, every instrument 
with its own voice sounding exactly as it should. 

The New Orthophonic High Fidelity amplifier embodies many 
new and exclusive features and if you are interested in the techni- 
calities of electro acoustic design, send for our illustrated folder 
which gives full technical data regarding this revolutionary new 
development in musical reproduction. 

If, however, you are primarily interested in possessing the means 
of producing music in your own home with concert hall realism, 
ask your dealer to give you a demonstration today. 


The RCA New Orthophonic High Fidelity 
equipment comprising pre - amplifier 
control unit (above) and Main Amplifier 
(right) £4 .0.0 


& Neur Orthophonsc 


RCA PHOTOPHONE LTD., WINDMILL ROAD, LINCOLN WAY, SUNBURY-ON-THAMES, MIDDLESEX 


An Associate Company of Radio Corporation of America. 
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the final duet, from their meeting beside the 
road to Le Havre to the end of the opera ; 
and here both Janine Micheau and Libero 
de Luca are at their best: the performance 
of this scene, in fact, is distinctly moving, 
and the recording first-rate. 

I wrote last month about Cesare Siepi in 
“Tu sul labbro ” from Verdi’s Nabucco and 
** J] lacerato spirito ” from Simon Boccanegra ; 
the coupling (which he made for Parlophone 
several years ago) reappears now on a 
Decca 45, 71099. From the patchwork 
recital on LXT2688, from which Corena’s 
«A un dottor della mia sorte ”’ has already 
been rescued, come two tenor arias sung by 
Giacinto Prandelli, who is his usual reliable, 
tasteful and musical self. They are “‘ Cielo 
e mar” from Ponchielli’s La Gioconda, and 
Ernesto’s cavatina from Don Pasquale. ‘This 
is 71106. Bjérling’s more exciting version 
of “ Cielo e mar” is on H.M.V. DB3302 
(the pre-war and more thrilling performance) 
or H.M.V. DB21563 (7R160, at 45 r.p.m.). 

The Welsh-American baritone Thomas 
L. Thomas, who used to sing Welsh songs 
for H.M.V., appears in two Scots ditties on 
71110: “Loch Lomond” and “ Flow 
gently, sweet Afton ”. He has an attractive, 
open, friendly voice, a candid manner of 
presentation, and very good elocution in 
which touches of American and Scots seem 
to be attractively combined ; his handling 
of the melodies is a little too free, not quite 
simple enough. Four English folk-songs are 
collected, from a Kathleen Ferrier recital, 
on 71108: “I will walk with my love”, 
“The Stuttering Lovers”, “I have a 
bonnet trimmed with blue ” and “‘ My boy 
Willie ”’. 

71121 is a reissue of X313, which was 
probably the best of Heinrich Schlusnus’s 
post-war recordings. The voice shows its 
age, but the timbre is still attractive, and 
the style firmly understood: Schumann’s 
Flutenreicher Ebro, on one side, is a charming 
and unfamiliar song; on the other side 
there is the same composer’s Der Hidalgo. 

A.P. 





Obituary 
GUSTAVE CHARPENTIER 


It is always something of a shock to hear 
of the death of someone whom the public 
had long since regarded as a part of history. 
Charpentier was, in fact, the oldest com- 
poser represented in the ‘‘ World’s Encyclo- 
paedia of Recorded Music ”—the longest 
lived man on disc. Now, at 95, he has died 
in the Montmartre he so vividly portrayed 
in Louise. Five years ago, when he was go, 
he conducted an act during the celebrations 
attending the 50th anniversary of the opera. 

Charpentier conducted the recording of 
his La Vie du Poéte (and arranged the 
abridged version of Louise which Columbia 
—— with Ninon Vallin and Georges 

hill), 

As Jean Sibelius steps up as the doyen of 
the gramophone, Charpentier will continue 
to be remembered with affection by count- 
less sopranes for the lovely romance Depuis 
le jour, which today alone remains in our 
cat«logues. 
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RUDOLF - KEMPE 


In September 1953 the Munich State 
Opera visited this country for a short 
season of the later Richard Strauss Operas 
at Covent Garden, consisting of Arabella, 
Capriccio and Die Liebe der Danae. The 
conducting honours were shared between 
Robert Heger, well known to English and 
Continental opera-lovers and record col- 
lectors of pre-war years, and Rudolf Kempe, 
who was conducting for the first time in 
England. 

Born at Niederpoyritz near Dresden in 
1910, Rudolf Kempe began playing the 
piano when he was five. At twelve he had 
added the violin to his studies and two years 
later had taken up the oboe. Becoming a 
member at the Dresden Hochschule he 
studied both practice and theory in music. 
At the same time he took the precautionary 
measure of attending the Commercial 
College with the intention of receiving a 
business training. 





In 1928 he was appointed principal oboist 
of the Dortmund Opera. The same year he 
was invited to take up a similar position 
with the Gewandhaus Orchestra, Leipzig. 
He remained in that city for seven years, the 
last three being spent as repétiteur at the 
Opera House. This experience proved 
invaluable as it afforded him the oppor- 
tunity of working with the world’s leading 
conductors, who included Kleiber, Walter, 
Furtwangler, Klemperer and Sir Thomas 
Beecham. Apart from opera, Kempe also 
accompanied at Lieder recitals and took an 
active part in chamber music circles. 

It was in 1935 that he first appeared as 
a conductor in his own right with a per- 
formance of Lortzing’s Der Wildschiitz which 
immediately established him. This led to 
the appointment of permanent conductor 
and later musical director of the Chemnitz 
Opera House, from 1942 to 1948. A year 
later he succeeded Josef Keilberth as 
musical director of the Dresden State Opera 
and conducted at the Vienna State Opera, 





Berlin State Opera, Cologne, and at the 
Barcelona Wagner Festival. He remained 
at Dresden until 1952 and for the next two 
years was musical director at the Munich 
State Opera. 

By this time his name was becoming 
internationally known and he appeared as 
guest conductor at concerts in Vienna, La 
Scala Milan, and Buenos Aires. Following 
his second appearance at Covent Garden in 
1954 (in which he conducted performances 
of Elektra, Rosenkavalier and Tristan und Isolde) 
he made his American debut at the Metro- 
politan, New York, with performances of 
Arabella, Tannhduser and Tristan. 

1955 saw Rudolf Kempe returning once 
more to Covent Garden, where he con- 
ducted “The Ring” cycle and Salome. 
Also in that year he concluded a contract 
with ‘‘ His Master’s Voice ”’ who this month 
have released his recording of Brahms’ Ein 
Deutsches Requiem recorded at the Jesus 
Christ Kirche in Berlin. A review of this 
recording appears on page 426. 

During his tours Rudolf Kempe always 
takes with him his own cine-camera, being 
a keen photographer and home cinema 
enthusiast. His one delight on returning to 
his home at Starnberg, near Munich, where 
he lives with his wife and eleven-year-old 
daughter, is to give private viewings to his 
friends of his travels., 

His programme for 1956 is extensive, and 
includes more recordings in Berlin and 
London, public appearances in this country 
and further visits to the countries of Western 
Europe and New York. 





Books Received 

Great Concert Artists (Photography by Roger 
Hauert—Text by Bernard Gavoty), published 
by Rockcliffe. Four pictorial albums featuring : 
Alfred Cortot, Walter Gieseking, Yehudi 
Menuhin and George Enesco and Andrés 
Segovia. Price 7s. 6d. each. roica (Carl 
Pidoll), published by Methuen (15s.). A 
biography of Beethoven written in the form of 
imaginary memoirs by Herr von Zmeskall, 
who is known to have been the composer’s 
close friend for many years. The Mozart 
Companion (Ed. H. C. Robbins Landon and 
Donald Mitchell), published Rockliffe (gos.). 
A symposium of contributions by leading 
Mozart scholars from several countries in 
celebration of the bicentenary. Magnetic 
Recording Handbook (R. E. B. Hickman), 
published by George Newnes (21s.). Designed 
to interest and inform the recording enthusiast, 
amateur or professional, this book traces the 
development of wire and tape recording, 
presenting the theory without recourse to 
mathematics. 


Miniature Scores 

The following miniature scores have been 
received from Ernst Eulenburg of Dean Street, 
London, W.1. BOCCHERINI: Serenade for 
Violins, Bass, Oboes and Horns (38.). HAYDN: 
Symphony No. 6 (4s. 6d.). LEO: Sinfonia in G 


minor (38... MOZART: Piano Concerto, 
K.413 (6s.), Piano Concerto, K.451 (7s.). 
NUSSIO : Escapades musicales (5s. 6d.). 


ZADOR: Divertimento (5s. 6d.).. And from 
& Hawkes of Regent Street, London, 
W.1. PROKOFIEV: Symphony No. 7 (208.). 
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NIGHTS AT THE ROUND TABLE 


By W. A. 


More and more mysterious does the selection 
made for dubbing from older 78 vocal records 
become. A pleasant surprise from Parlophone 
this month is CGEP21, containing four 
Neapolitan ditties sung by Joseph Schmidt. 
They are O sole mio, La Danza, Tosti’s Goodbye 
and Mattinata. The original recording was I 
think made shortly before the war. Welcome 
as this is it does not show Herr Schmidt at his 
best and I wish in particular that two of the 
items could have been the Spanish songs on 
H.M.V. B8033, a record I still have along with 
a few others by Schmidt. When he first applied 
for a job in the operatic section of the Berlin 
radio station the director was dubious at first 
because of Schmidt’s lack of inches. His head 
only just appeared above the closed lid of the 
piano. But on his first appearances in 1928 it 
was apparent that he had a great voice and in 
time he became a great artist. He was forced to 
flee to Belgium in 1933, where he remained until 
it was invaded in 1939. Then he went to 
America and later to Switzerland, where he 
died in 1942 at the early age of 38. I have none 
of the four songs now dubbed in their original 
recordings, but if the 78s I have are any guide 
the dubbing, though by no means bad, is not as 
successful as has been achieved sometimes. 


CHISLETT 


Another tenor now available in 45 form is 
Max Lichtegg, who sings ‘‘ Wolgalied ”’ and 
‘“‘ Napoletana ” from Lehar’s Der Zarewitsch on 
Decca 71122. Although the conductor is the 
same, Victor Reinshagen, this is not from the 
tapes of the LP selection from this tuneful opera 
on Decca LK4033. In that the principal tenor 
is Helge Roswaenge. Lichtegg is in better voice 
than in some of his comparatively recent issues. 

Vienna is also represented in a pot-pourri 
called Die Meisteroperette—JFohann Strauss, in 
which the soloists are ja Schoner and 
H. E. Groh and the conductor Hansgeorg 
Otto. Here are some delightful snippets, some 
well known and others less familiar, pleasantly 
woven together, well sung and admirably 
recorded (Telefunken TM68051). The record 
is not banded of course. 

To English ears spoken Welsh often sounds 
awkward and sometimes even uncouth, but it 
is a splendid singing language. On Decca 
LW5214 Thomas L. Thomas, accompanied 
on the harp by Enid Simon and on the piano 
by Jacob Hanneman, sings eight songs, most 
of which are unfamiliar to me. I do not under- 
stand more than a few words of Welsh and my 
copy of the record is without its annotated 
sleeve, so I can only give the original titles: 
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Dacw ’ Nghariad, Merch y Melinydd, Fy ’ Nghaion, 
Wrth Fynd Efo Deio i Dywyn, Dafydd y Careg Vi n, 
Yn Tach i Ti Cymru, Ffarwel Mari and Cadair Ia: is. 
Most of the songs suggest a sad or nostalvic 
mood, but I have not enjoyed a record of music 
hitherto mostly unknown to me so much for a 
very long time. Cadair Idris is particularly 
enchanting. 

Favourite Melodies from the Operas is the titl: of 
the latest record from Mantovani and his 
Orchestra (Decca LK4127). There is always 
a public for orchestral versions of the hizh- 
lights from popular operas and here are a dozen 
of them—by Bizet, Flotow, Mascagni, Puccini 
Verdi and Wagner. They are separately ban:led 
and playing and recording are first class. There 
is a tendency towards a keen edge on the strings, 
but I found this quite easy to modify. 

In Marches around the World the Vanguard 
Military Band take us to France, Austria, 
Czecho-Slovakia, Germany, Hungary, Iialy 
and Austria (PPT12014). The playing is good 
and the recording is both firm and crisp (the 
side drum is particularly well recorded), but 
whether the varying tempi are authentic in all 
cases is more than I can say, but they sound to be. 
My objection to this disc is that it gives very 
short measure. One side is reasonably well filled, 
but on the other there are only three marches 
and these would easily go on one side of a 
medium player and almost on a 45 EP. This 
makes the disc expensive. Surely another march 
could have been added. Plenty of countries are 
unrepresented ; and I note that the title on 
the label states “ Vol. 1 ”’ 








TRE 19 REAR DIO 


MISCELLANEOUS 
AND DANCE By “HARLEQUIN” 


45 1r.p.m. numbers are given where applicable for 
E.M.I. Group titles, whilst an asterisk indicates 
availability at 45 r.p.m. on the Decca Group labels. 
45 t.p.m. numbers for the latter Group are the same 
as the 78 r.p.m. numbers with the addition of the 


prefix“ 45,” 


Ladies and Gentlemen: it is my pleasure to 
announce the turn of the tide, to remind readers 
that if things get worse for long enough they 
must sometime get better and that patience is 
rewarded; in short, that the copy-book 
cliches are for the most part true. No longer 
need we take such care of our precious 
irreplaceable between-war dance records, for 
soon they will be replaced hot from the giant 
presses of the modern industry with all the 
benefits of hi-fi or whatever the current slogan 
may be to persuade us that we are hearing 
** the living music ”’, just as they told us in the 
twenties. The day of deliverance is here. 
Rhythm and Blues, Rock and Roll, screeching 
sisters, screaming alto saxophones, jangle 
pianos and the whole parade of fatuous gim- 
micks can bow themselves out. As I write these 
lines, Mr. Bill Schaefer is playing the trom- 
bone for Paul Weston in a Philips LP called 
“Mood for 12” (BBL7065), and it sounds 
just like Dorsey. Yes, the wheel of fashion is 
turning at last. Now, here is Mr. Clyde 
Hurley playing the trumpet— Memories of You, 
and reviving a great many other delectable 
memories as well. Because this record is a 
landmark in the history of popular music, 
even if it is a retrograde one, I will list the other 
ten soloists—Babe Russin (tenor saxophone), 
Paul Smith (piano), Barney Kessel (guitar), 
Eddie Miller (tenor saxophone), Ted Nash 


{tenor saxophone), Matty Matlock (clarinet), 


George Van Eps (guitar), Joe Howard 
(trombone), Stanley Wrightsman (piano) 
and Ziggy Elman (trumpet). The sleeve, 
the design of which is as tasteless and scandalous 
as the performances are stylish, carries a 
confession of faith by Mr. Weston, a sober 
statement which I have deliberately ornamented. 
Those readers who have not bought a dance 
record since the war might well chance their 
arm on this. After all, Liszt and Paganini were 
not alone in showing that virtuosity and 
beauty are not irreconcilable, and even jazz 
should sound well. There are many things to 
enjoy here, and the introduction to Between the 
devil and the deep blue sea is not the least of them. 
And now “Harlequin” will try and stop 
talking like an old gentleman in the club 
bewailing modern art and get down to the 
business of the month. 

What with printing disputes, early Press 
dates and the arrival of no less than 53 records 
from Capitol (including 11 LP’s), this column 
will be more selective than ever. These Capitol 
issues are the first batch to come under the 
banner of E.M.I. The roster of artists looks 
much the same, but some of the LP sleeves 
show imagination. I do not know whether 
A.R. ever has a moment to inspect some of the 
sleeves that come in here, for nowhere could 
his remarks last month have been more 
pertinent. Many of them are a disgrace ; some 
are brilliant. Anyone who deliberately debases 
popular entertainment is a guilty man and 
sooner or later destroys what is intended to 
line his pockets. It is an illusion to suppose that 
simple people are also vulgarians. Anyway, by 
and large Capitol are off to a good start in 
this department and at least give evidence of 
employing artists with ideas. 


Here are three more records that make 
pleasant listening and contain much to interest 
admirers of good ensemble playing. On EP 
Jo Montet plays music from the film “ La 
Strada ’’, which is causing a twinge of conscience 
to those to whom Italy is no more than the sun- 
shine of the travel posters. This music includes 
the popular tune Stars shine in your eyes, given 
here as a trumpet solo. * Incidentally this is my 
first EP from the Ducretet-Thomson branch of 
London (DEPg5001). Then on Bruns. OEg140 
The Jerry Fielding Orchestra in ‘“ Swing 
with a Beat Vol. 1’ are musical in a selection 
of tunes not too well known but including The 
Glory of Love. This is also extremely well 
recorded. Frank Chacksfield has a dull 
issue on Decca F10689* (Memories of You is 
not really his), but more than makes up for this 
with a fascinating LP called ‘‘ If I had a talking 
picture of you”’. Here is a wonderful collec- 
tion of the tunes of the early talking pictures— 
Tip Toe Through the Tulips and the rest. Even 
if you are too young to remember the era, you 
will find them good and you should enjoy these 
arrangements (Decca LK4135). 

Ted Heath has followed up his ‘‘ Gershwin 
for Moderns” with “Kern for Ditto” on 
Decca LK4121, part of which also appears on 
EP—DFE6304. This is brilliant, but fierce. 
Heath has a superb band, and has lived through 
enough changes in taste to adapt himself to 
anything. The quieter moments of this record 
are quite beautiful. If dance music is to go 
back to a saner mood, we can expect great 
things equal, though probably different, from 
the peak Ambrose era. In the meantime, 
listen to the ideas being generated in his 
treatment of I won’t dance. For the rest, this is a 
record to play on a wet afternoon when all the 
neighbours have gone to the pictures. Also on 
EP (DFE6323) there is a collection of Heath 
numbers called ‘ Four Classics”, namely 
Malaguena, Ballyhoo (a witty burlesque of 
Luigini), a curious Warsaw Concerto with the 
piano played down and Barber Shop jump, 
which is based on tunes from Rossini’s Over ‘ure 
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and in its title reminds this column to pay 
tribute to the memory of Tod Slaughter, who 
died since our last number. Readers who 
commemorate such unhappy occasions had a 
curious experience last month, for on one 
morning The Times obituaries carried in 
adjoining columns notices of Charpentier (aged 
95), the Clerk of the Course at Ascot and Tod 
Slaughter. I doubt if a search of the files could 
produce another day like that! That night 
countless homes must have echoed to Depuis le 
jour or even to the music which the old man 
recorded himself, and I hope there were some 
who took down the old Regal records of 
“ Sweeny Todd ’’. Perhaps this is the moment 
to record here that the month has seen the end 
of yet another famous London Hall—the 
Queen’s Theatre, Poplar, which had been 
under the same management for 50 years and 
whose architectural design was unique. Amid 
all the fuss over the Imperial Institute, we might 
spare a thought for this small loss. A third 
Heath record is of Paris by Night and The man 
with the golden arm on F10683*. 

In these days records come in all sorts and 
sizes with many duplications and with several 
to the credit of the same artist. For instance, 
there are four by Dean Martin, of which two 
(Capitol CL14505* and 14507*) contain his 
songs from the film “ Artists and Models ”’. 
Danny Kaye has also recorded the numbers 
from his film ‘‘ The Court Jester ”’ on Brunswick 
05524/5*. Les Paul and Mary Ford have 
an LP and two 45’s or 78’s, whichever you 
prefer. For those who want the collection the 
number is Capitol LC6806. Eerie footsteps 
are simulated in Walkin’ and Whistlin’ Blues, but 
Paul’s guitar in Jazz me Blues is brilliant. For 
the rest here are the gimmick duets and all 
that is expected. If you are poor, then get 
CL14521* with Magic Melody, which is the best 
of the bunch for those who like Paul’s particular 
brand. Texas Lady for Mary Ford is an original 
number on CL14502*, but Alabamy Bound which 
ought to be good seems to misfire. 

The current Drury Lane American musical 
is “‘ Plain and Fancy ”’, of which Capitol issue 
an LP. The music is not the show’s strong point, 
but this record is intelligently made by the 
original American cast, and the sleeve tells the 
story, indicating the place of the various 
numbers (LCT6102). During all the fuss about 
the title of ‘ Ruddigore”, Gilbert once 
threatened to call it ‘‘ Ruddigore or Not So 
Good As The Mikado’?! That is roughly 
what everyone has been saying since the last 
curtain fell on ‘‘ Oklahoma ”’ at the Lane. By 
some freak of chance, Capitol also issue this 
month a 12 inch LP from ‘ Oklahoma’”’. 
This is from the film, and the music is conducted 
by Jay Blackton, who conducted the original 
Brunswick issue of the American stage produc- 
tion with Ethel Merman so long ago. I still 
think the Poor Judd is dead number is a blot, 
but this record will remind you of the excellence 
of the show that started it all (LCT6100). The 
leading man in so many of these Broadway 
successes has been John Raitt, and there is a 
12 inch LP of him singing his songs on Capitol 
LCT6101, which includes the Soliloquy from 
“ Carousel”. The sleeve contains a long 
quotation from Theatre Arts Magazine, in 
which Mr. Josh Logan says: “I believe the 
musical theatre is the most creative force on 
Broadway”. Those who have felt that opera 
is essentially a nineteenth century phenomenon 
will be interested in Mr. Logan’s views on 
music’s power to crystalise a scene. 

Jackie Gleason has come in for some hard 
knocks over here, but his LP on Capitol 
LCx801 comes as a surprise. His usual formula 
has been a trumpet against lush strings ; now 


he directs normal band performances of popular 
turns, which I confess to enjoying. His 
trumpeter, Bobby Hackett, appears separately 





The GRAMOPHONE 


on an EP (EAPr001), against which I note the 
word “ pleasing’. So be it. Another trumpeter 
is Harry James of Bumble Bee fame. “ Harry 
James in Hi-Fi” is naturally a virtuoso disc. 
This is good, incredible and vulgar. There is 
some miraculous playing, provided you have 
no objection to a trumpet trying to sound like a 
badly played violin, Music Makers is given a 
lovely performance (Capitol LC6800). 

Two funny records. Bernard Miles presents 
his Hertfordshire characters on Decca F10687*, 
although when Mrs. Turpin goes to buy 
medicine for her old man she has to go to 
Aylesbury, which I call cheating, even if it 
should bring a smile to the Hampden statue ! 
Then there is the irrepressible Stan Freberg, 
as American as Mr. Miles is English. Rock 
around Stephen Foster (‘‘ turned out better than 
the Carrie Jacobs Bond album we did last 
week ’’) may be regarded as the final curtain 
for R and B. On the reverse it is The yellow 
rose of Texas that gets the treatment (Capitol 
CL14509*). 





THE MONTH’S CHOICE 


Paul Weston Philips BBL7065 
Frank Chacksfield Decca LK 4135 
Bernard Miles Decca F 10687 
Red Nichols Capitol CL14544 
Burl Ives Brunswick OEg200 
Doris Day Philips PB560 





Reverting for a moment to show business. 
There is from H.M.V. a 12 inch plum 78 
r.p.m. disc from ‘“ Summer Song ” by George 
Melachrino (C4273). This is the show that 
has done for (or to) Dvor4k what “‘ Kismet ”’ 
did for Borodin, “ Lilac Time” for Schubert, 
** Song of Norway ”’ for Grieg and “‘ Catherine 
the Great”? for Tchaikovsky—that was many 
decades ago. As our own A.R. is the recog- 
nised authority on Dvorak I hesitate to com- 
ment on this, except to say that the record makes 
an entertaining switch and can be intelligently 
used as a teaser for musical visitors. Performance 
immaculate. As for “‘ The Threepenny Opera ’”’, 
my predecessor of thirty years ago should, of 
course, have been dealing with this. Now in 
1956 Kurt Weill’s ‘“ Die Dreigroschenoper ”’ 
comes to London in an American version. 
Nobody has yet said that this might be called 
the musical equivalent of ‘I am a camera”’, 
but surely there is an affinity. We are always 
being told that Brecht is a major dramatist, 
and this sordid re-hash of “The Beggar’s 
Opera ”’ set in Soho certainly provides lessons 
in technique. Here we are only concerned with 
the tune of Mack the Knife, which has already 
been compared to the Harry Lime Theme. In 
an inspired piece of casting Philips have given 
it to Louis Armstrong (PB574—my school 
number, as if that mattered). The accompani- 
ment is wonderful—very quiet, and after the 
vocal, Armstrong says “ Take it Sach” in a 
way that will probably make you laugh out 
loud. The reverse is simple clowning. 

There are still records from the film “‘ The 
Benny Goodman Story”’, and most people 
will naturally go for Goodman’s own, and here 
are two fine examples: Down South Camp 
Meeting and Don’t be that way on H.M.V. 
POP166/45-7M380, and Goody Goody and 
Sometimes I’m happy on Capitol CL14531.* Both 
these are recommended to those who like the 
bands of the thirties. Another record of well 
contrived band performances is by Joe Carr 
of Henderson Stomp and Memories of you on 
Capitol CL14520*, while on CL14535* Joe 
Carr reverts to his piano in a welcome revival 
of Ragtime Cowboy Joe, coupled with Let me be 
your honey, honey with suitable chorus work. 
Then there is Red Nichols of blessed memory 
giving a terrific build-up to Glory, Glory, which 
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should not offend, and relaxing in Bugler’s 
Lament on CL14544*: From Pee Wee Hunt 
there is an EP of “ Dixieland Classics”’ in- 
cluding Sensation, the authorship of which is 
attributed to the members of the Original 
Dixieland Jazz Band, and Morton’s Milenburg 
Joys (Capitol EAP1002) as well as two 45’s on 
CL14538* and 14515*. Three other discs 
might be worth noting: The Eric Rogers 
Trio produce an original piano style in Aisha, 
coupled with an atmospheric Mack the Knife 
(Decca F10692*), The Kirby Stone Quartet 
vocalise neatly in. Lassus Trombone and Honey 
Hush (Vogue Q72129*) and Lou Busch and 
his Orchestra play Zambesi, a potential hit, 
with Rainbow’s End on Capitol CL14504*. 
For C and W fans Ernest Tubb has some 
original lyrics sung in the presumably required 
rasping voice on Bruns. 05527*—Thirty Days 
and Answer the Phone. There is quite a vogue for 
gaol songs. Guy Mitchell, for instance, has 
one called Ninety Nine Years with a clever 
accompaniment on Philips PB556, coupled with 
a most attractive bright number called Perfume, 
Candy and Flowers. And talking of telephones 
Doris Day has the torch song to end all torch 
songs in Let it ring (Philips PB560). This is 
sheer burlesque, whether intentional or not, 
and might be described as the 1956 version of 
Helen Kane, whose twentyish boop-boop-a- 
doop songs we had last month. In the accented 
final consonants you will even be reminded of 
the old-timers. Remember—‘“ the angels 
abov-ah, know the one that I lov-ah’’. On the 
reverse Miss Day is joined by a chorus in By 
the light of the silvery moon, which calls out for 
tap dancing, but in its absence does well enough. 
In fact this side is a good example of production. 
Another disc is of Ken Mackintosh on H.M.V. 
POP176/45-7M379 playing on the alto saxo- 
phone, and anybody who knows what this 
instrument can sound like in the hands of Earl 
Bostic will be surprised to hear the lyrical 
playing of Mr. Mackintosh in Come next Spring. 
The coupling is peculiar. If you had a saxo- 
phone and a group of singers with which to cut 
a side probably the last number you would 
think of would be Blues in the Night. Well, 
presumably it was the first number they thought 
of. Interesting. By the way, is the Annie 
Ross of Decca F10680*, the Annie Ross of 
“Cranks ”’, which has caught the intellectual 
critics off guard ? If so, do not expect anything 
unusual here. Only you is plain ordinary pop 
singing, while Cry me a river, the female answer 
to Johnnie Ray, is provided with an echo that 
fails to obliterate the words. Since Slim 
Whitman is at the time of writing topping 
the Palladium bill I list his latest record— 
Tumbling Tumbleweeds and Tell me on London 
HLU8230*. 

A few EP’s. Charlie Kunz has a Medley of 
Waltzes on Decca DFE6330, and Eddie 
Condon plays Chicago Jazz on Bruns. OEg152. 
There is a good piano introduction to Someday 
Sweetheart, but there is distressing evidence of 
the kind of mess that so often happened in 
this style. Still this makes a fascinating compari- 
son with Pee Wee Hunt. Michel Legrand on 
Felsted ESD3009 is at least different in his 
Begin the Beguine, and I am glad that it is a 
Frenchman who plays Offenbach’s Orpheus 
Can-Can thus! ‘‘ The Song and Dance Man’”’ 
says the label of Bruns. OEg196, but Fred 
Astaire only dances for five seconds in Oh, 
my achin’ back—really a question of “I love to 
dance, but oh, my feet! ”’ Revivals are Gracie 
Fields in religious sentimentality on Decca 
DFE6314 and George Formby singing about 
lamp posts and window cleaning on DFE6328. 
Re-issues are of Stanley Black in extracts from 
his Richard Rodgers selection (DFE6325), 
Edmundo Ros in ditto from Latin Melodies 
(DFE6327) and Frank Chacksfield from h's 
Gershwin selection (DFE6329). This last is a 
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real winner. Just one pointer—the little 
pizzicato introduction to J got rhythm. Some- 
body has to think of these things and they 
deserve the credit. Lastly there is Burl Ives in 
“* Men—Songs for and about Men ”’ on Bruns. 
OEg200. This is not a kind of Razzle record as 
the sub-title makes clear. It contains one 
performance of near genius. This is Sad Man’s 
Song. I also enjoyed The Locktender’s Lament— 
American for lock keeper, but perhaps that is 
because I enjoy canals. 

Apart from those records already mentioned 
the LP quota is made up of George Shearing 
(Capitol LC6803)—pleasant, musicianly and 
with The Man I Love played on the mouth 
organ by Jean Thielemans, Stan Kenton 
and June Christy (Capitol LC6802)—only 
moon-June songs, but rare piano performances 
by Kenton—hard touch but a few ideas (my ! 
what will the fans say, but go and hear him for 
yourself during his English tour), June Hutton 
(Capitol LC6808), Les Baxter (Capitol 
LO680.}—ballatls -Geney Macrae (Cap'tol 
LC6805)—ballads—Georgie Auld (Vogue 
LVAgo12—tenor saxophone solos—Dimitri 
Tiomkin (Vogue LVAgo006)—his own film 
music—Steve Allen (Vogue LVAqoo07)— 
surprisingly dull selectionx—Sydney Thomp- 
son (Parlo. PMD1037)—old time—sorry, olde 
tyme—Joe Loss (H.M.V. DLP1113)—new 
time—Billy Butterfield (London HBF1043)— 
trumpet — romantic — Dickie Valentine 
(Decca LF1257)—no comment—Bing Crosby 
(Bruns. LA8727)—mostly Hawaaian—and 
Lenny Dee in “ Dee-lirious ”’ imitating a one- 
man band on the organ, and putting up a 
terrific show provided you can stand it for 
three-quarters of an hour (Bruns. LAT80g0). 
Mr. Dee ends every number with the same 
device, and I hope you are able to give the 
record similar attention! And a very happy 
Easter to you. 

Since writing the above there has been a 
further delivery, and there is just time to make 
a quick selection. The discography of the film 
“The Benny Goodman Story” is now about 
as complicated as that for “Swan Lake”’. 
Benny himself has recorded most of 
it for various labels and with various combina- 
tions, and now devotees have an opportunity of 
acquiring the lot on two Brunswick 12 inch LPs 
(LAT8102/3). The second record has on one 
side the small chamber works— Memories of you, 
China Boy, Moonglow and Avalon, the last-named 
by the quartet, but in a different arrangement 
to the old original, while the backing is big band 
and includes that farrago of nonsense called 
Sing, Sing, Sing, sound and fury indeed, and 
signifying an unfortunate lapse from the style 
that properly belongs to Goodman. There is 
also an astonishing trumpet fanfare based on 
Shine, and every so often the attention is caught 
by Teddy Wilson’s piano. My pick from the 
first record is Slipped Disc, a delightful improvisa- 
tion by an octet—an eightsome reel! If you 
can run to it, these are the records, but if you 
can’t, there is a single LP from Steve Allen 
with his Orchestra on Vogue LVAgo10, which 
is as good as his other record listed above is 
disappointing. Mr. Allen plays Goodman in 
the film, so this too has a kind of authenticity. 
He does a nice Moonglow and a really magnificent 
Stomping at the Savoy. (Five Brunswick EPs— 
g220/5—just announced, also cover the same 
ground as the two LPs above—Ed.) 

Some months ago I gave a rave notice to 
George Feyer, a Hungarian pianist playing for 
the Vox label. Remembering his “* Echoes of 
Paris”? and ‘“‘ Echoes of Broadway”, there 
should be a welcome for his ‘‘ Echoes of 
Italy’’. Personally I cannot rate this so 


highly, probably because I am allergic to 
Neapolitan tunes in such profusion and because 
for me his operatic fooling at the end of the 
record is tasteless. Anybody who remembers 
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Arthur Young’s superb “ Rigoletto’? and 
“ Trovatore ’’ burlesques knows that “ jazzing 
the classics ”” can be both creative and reward- 
ing, but that is a very different story from simply 
“hotting it up’’. However, Mr. Feyer, who 
is a pupil of Dohnanyi, is a good salon pianist 
and might be described as the legitimate 
successor to Lee Sims (Vox VX620). 

With innumerable light orchestras all 
making much the same kind of sound it is 
becoming increasingly difficult to recommend, 
but Norrie Paramor is usually a safe bet and 
interesting. His Poor John is bright and his 
Mack the Knife original with a street piano effect 
(Col. DB3745/45-SCM5251). Alternatively try 
Ron Goodwin in Handyman and Concetta on 
Parlo. R4144/45-MSP6221. There is a 
Reginald Dixon medley on Col. DB3735/45- 
SCM5243, which happens to include some of 
the Goodman numbers, and on an EP The 
M.G.M. Studio Orchestra with Gene Kelly 
revive a couple of film ballets—Slaughter on 
Tenth Avenue, originally from ‘On Your 
Toes’, and Broadway Ballet, from ‘ Singin’ in 
the Rain ’”’, with Kelly singing the old Broadway 
Melody of 1929 and the later Broadway Rhythm 
of 1936 (M.G.M. EP550). Another revival, 
presumably aimed at the new film public for 
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*“* Oklahoma’, of which the record is noti-ed 
above, is of the original Drury Lane vocal 
gems, now collected on H.M.V. 7EP7023 with 
Reginald Burston directing. 

If you enjoy French cabaret songs you m:zht 
like Charles Aznavour singing his own seoags 
in “‘ Cabaret Club 56, Vol. 2” on Ducrciet- 
Thomson DEPg5006. At the other end of the 
scale is Max Bygraves struggling manfilly 
with Nothin’ to do, but recovering his forn: in 
Lift Boy on H.M.V. POP185/45-7M388.  Talk- 
ing of department stores, can any reader vive 
me any information about an old song (probably 
pre-First War) which included the line: 
“Up the stairs we went again, the shopman 
said How-do”’ and describes a fruitless search 
for a particular article ? Title, author, artist 
and any recording ? I have been trying to 
track this down for thirty years. Meanwhile 
here is Michael Holliday, who produced the 
best Sixteen Tons, running Guy Mitchell out in 
Perfume, Candy and Flowers on Col. DB3746 '45- 
SCM5252, but saddling himself with Nothin’ to 
do. Holliday has a pleasant relaxed style and 
if I was looking for a good young chorus icad 
for my summer show this year I would be after 
him like a shot to get my curtain up—yes, and 
to bring it down before the interval. 





CONTINENTAL RECORDS 


By LILIAN DUFF 


Corsica has had many British lovers since 
Boswell, and I’m often asked for songs a little 
more indigenous than Tino Rossi’s well-worn 
O, Corse, Ile d’Amour. Well, now we have an 
interesting selection, ‘‘ Corse, Ile de Beauté ”’ 
(London International Wo1117). The singer 
of these chants folklorisques is Marfisa, accom- 
panied by Jacques Istria on the guitar. A 
cover note asserts (with what truth I cannot 
say) that navigators by night can abandon 
compass and sextant, and rely on the island’s 
perfumes to point the way. “ It is the same’’, 
adds the writer, “‘ with Marfisa’s voice”. I 
agree with him that it is ““ warm and caressing ”’, 
mercifully free of fake southern colour ; but I 
am not altogether sorry to be unable to find 
the “harsh and vehement”’ notes that strike 
him as characteristic of these mountaineers. 

The twelve songs in this LP selection include 
laments, lullabies, barcarolles and serenades, 
none of them without interest. My own 
preference is for those with gaiety and charm— 
Pescadore d’ Ajaccio, Farandole and Canzonna di u 
Cuccu; and I must add one of the sweetest of 
cradle-songs, Nanna di Cuscioni. 

Last month I said I liked the simpler Italian 
songs to have guitar accompaniments rather 
than a more pretentious orchestra. This month, 
apart from the collection just mentioned, there 
are three LP records of songs to the guitar, 
and after hearing about 40 I find myself seeing 
the world through a wistful, slightly melancholy 
haze. Even though not all the material is 
fresh, most of the songs selected have some- 
thing to commend them, even if it be only that 
unabashed sentimentality which I find rather 
endearing. 

Rino Salviati’s eight songs (Durium DLU 
96015) include such familiar things as Buongiorno 
Tristezza, Arrivederci Roma and Il Primo Amore. 
I prefer the less hackneyed Vecchio Lampione, 
Per un Filino d’Erba and Canto nella Valle. 
Roberto Murolo’s “Songs from Naples” 
Vol. 3 (Durium DLUo6011) are all effective, 
especially O Ciucciarello, Anema e Gore, 
Rossa and ’Nu Quarto ’e Luna. Incidentally, the 
sleeve gives the words—always a help when 


you’re trying to cope with the oddities of 
régional dialects. The third of the guitarist- 
singers is Sergio Centi with a second selection 
of Roman songs (Durium DLU96017). Most 
of the material is unfamiliar to me. I specially 
liked Vecchia Roma, Roma Forestiera, Una Cita 
a li Castelli and Fantasia di Primavera, 


“In case you were beginning to think that 
all Italian songs are mournful and soulful, 
that Italian singers always have a sob in their 
voices and are inclined to take themselves too 
seriously ’”? (I quote the blurb again), Marino 
Marini and his quartet have put together the 
LP “Happy Music From Italy”? (Durium 
DLUo6o012). They sing what is described as 
‘a kind of song that is very rare in England, 
a kind of sophisticated nonsense song with the 
sort of ideas that run like this: I bought you 
a pair of galoshes but knowing that you never 
eat caviare on Fridays I decided to keep them 
for myself’’. Well, we can’t all be Lears or 
Lewis Carrolls, and if these trifles don’t sparkle 
much they are pleasant and gay enough. They 
include Jl Mazzo di Mammole (the best, I think), 
a burlesque of Buongiorno Tristezza, I Love Paris 
(in a language which the blurb-writer calls 
French but which seemed to me to be English 
of a sort), and Cocaine Bill. This last is supposed 
to be English and may well be. 


Yet another LP, “ An Evening in Berlin” 
(Parlo. PMD1036) hasn’t a new thing in it, 
but the artists include Magda Hain, Herbert 
Ernst Groh and Joseph Schmidt and (for 
this I can forgive anything) Zarah Leander 


singing Yes, Sir. 





Stop Press 

On Thursday, April 26th, at 8 p.m. in the 
Royal Festival Hall, ‘ His Master’s Voice” 
will present the first concert hall recital of 
stereosonic tapes. Tickets, price 5s. each, are 
only available from the Royal Festival H:!! 
box office. 
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NOW... 


hear them 
for yourself 


The exciting possibilities of high fidelity are nowhere so 
well demonstrated as in Goodmans AXIOM range. There 
are the Axiom 101 and 102 for use where it is desirable to 
limit space but not quality ; the renowned Axiom 150 
Mk II and 22 Mk II ; and the Axiom 80 (free suspension) 
only recently introduced in this country. London’s first 
Audio Fair provides an ideal opportunity ... now... to 
see and hear them for yourself. 


Right, top to bottom: Axiom 101 : 
Axiom 102: Axiom 22 Mk II: 
Axiom 150 Mk II: Axiom 80. 


=> 


Acoustical 
Resistance 
init 


Axiom 
Enclosures 








LOUDSPEAKERS 
and ENCLOSURES 


See and hear 


our products at incorporating the 
Acoustical Resistance Unit 
TH E LO N DO N (Patent Pending) 


* 


If you have not already had details 
of all these units write now! 








Ceo” 


13th 1th 15th i OTeyolobeeteha lk. 


APRIL 1956 





GOODMANS INDUSTRIES, LTD. 
Washington Hotel, AXIOM WORKS, WEMBLEY, MIDDX. 


Telephone : WEMbley 1200 





Curzon St., W.|. 
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VORTEXION "CH QUAtrry 


TAPE RECORDER 


%* The total hum and noise at 74 inches per 
second 50-12,000 c.p.s. unweighted is better 
than 50 dbs. 


* The meter fitted for reading signal level 
will also read bias voltage to enable a level 
response to be obtained under all circum- 
stances. A control is provided for bias 
adjustment to compensate low. mains or 
ageing valves. 


* A lower bias lifts the treble response 
and increases distortion. A high bias 
attentuates the treble and reduces distortion. 
The normal setting is inscribed for each 
instrument. 


%* The distortion of the recording amplifier 
under recording conditions is too low to be 
accurately measured and is negligible. 


* A heavy mu-metal shielded microphone 
transformer is built in for 15-30 ohms 
balanced and screened line, and requires 
only 7 micro-volts approximately to fully 
load. This is equivalent to 20 ft. from a 
ribbon microphone and the cable may be 
extended 440 yds. without appreciable loss. 


* The 0.5 megohm input is fully loaded by 
18 millivolts and is suitable for crystal P.U.’s, microphone or 
radio inputs, 
* A power plug is provided for a radio feeder unit, etc. 
Variable bass and treble controls are fitted for control of the 
playback signal. 


* The power output is 3.5 watts heavily damped by negative 
feedback and an oval internal speaker is built in for monitor- 
PRICE, complete with WEARITE TAPE ing purposes. 5 

PRIN be ci pai} bes oak sen shbbenbencunseeieetenbasnboeee £84 00 * The playback amplifier may be used as a microphone or 
— amplifier separately or whilst recording is being 
made, 


* The unit may be left running on record or playback, even 
with 1,750 ft. reels, with the lid closed. 


POWER SUPPLY UNIT to work from 12-volt Battery with an output of 230 v., 120 watts, 


50 cycles within 1%. Suppressed for use with Tape Recorder. PRICE £18 0 0 


FOUR CHANNEL ELECTRONIC MIXER 


is almost essential for the professional or semi- 
professional where a number of different items 
have to be mixed on one tape recording. 


It is recommended by a number of tape recorder 
manufacturers for this purpose. 


Any normal input impedance can be supplied 
to order, balanced or unbalanced, the standard 
being 15-30 ohms balanced. 


The normal output is 0.5 volt on 20,000 ohms or 
less, but 600 ohms is available as an alternative. 
The steel stove enamelled case is polished and 
fitted with an engraved white panel suitable for 
making temporary pencil notes. 


An internal screened power pack and selenium 
rectifier feed the five low noise non-micro- 





The amplifier, speaker and case, with detachable lid, 
measures 8}in. by 224in. by I5Zin. and weighs 30 Ib. 








phonic valves. PRICE 
Used in many hundreds of large public address £36 15 0 
installations and recording studios throughout 

the world. 


Manufactured by 


VORTEXION LIMITED, 257-263 The Broadway, Wimbledon, London, $.W.19 


Telephones : LIBerty 2814 and 6242-3 Telegrams : ‘‘ Vortexion, Wimble, London ”’ 
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From America— The World-Famous 





Now / 


WEBCOR GIVES YOU THE JOY OF 
TRUE-TONE REALISM WITH THESE 
WONDERFUL NEW RECORD-PLAYERS 


THROUGHOUT AMERICA, more WEBCOR 
Fonografs are sold than any other make 
of record-players (‘Fonograf’ is the 
WEBCOR name for record-players). For 40 
years WEBCOR have specialized in making 
instruments capable of reproducing sound 
to a standard of high-fidelity realism, years 
in advance of the field. 

Now, WEBCOR Fonografs are being 
made in Britain. A new thrilling experience 
awaits every music lover in this country, 
for these WEBCOR instruments are built to 
entirely new concepts of design and 
acoustical technique. Every WEBCOR 
Fonograf is an instrument in perfect 
harmony within itself. 

Until you’ve listened to your favourite 
discs played on a WEBCOR . . . you haven’t 
really heard them — SEE YOUR LOCAL DEALER 
— HE’LL PROVE IT! 


All music 
sounds better on a Webcor 
* * * 


INVITATION 
—to a lifetime of glorious music! 


; POST THIS TO: WEBCOR (Great Britain) LIMITED 
| INGERSOLL HOUSE, KINGSWAY, LONDON, W.C.2 


Please mail me full details of the weBcor Fonograf 
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THE WEBCOR 1@ 


True fidelity * Automatic + 2 close-matched 


ht carrying case * Colours Grey and Green 
rey and Rust * Price 30 gns. tax paid. 


WEBCOR 


rafs are Here! 


THREE MATCHED 
SPEAKERS 




















THE WEBCOR True high fidelity — with a frequency range of 50 to 15,000 cps 


of stereophonic realism +* Plays 33}, 45 and 78 rpm records 
automatically for up to four hours + 3 separate and accurately 


matched speakers * Twin sapphire styli * Powerful 5-valve 
push-pull amplifier — 5-watt output * Cabinet finely finished in 
handsome figured walnut + Price 45 gns. tax paid. 


Re 














TWO CLOSE. 
| MATCHED SPEAKERS | 








THE en 














ONE BALANCED 


~~ SPEAKER | 





ity Au True fidelity + Plays all 3 speeds + Non-auto- 
speakers giving “living-presence” realism * Plays matic operation + 3-valve amplifier delivering 
33%, 45 and 78 rpm records + Lightweight greater power without distortion + Lightweight 
pick-up — long life sapphire needles + Light- = with dual sapphire styli - Compact 

ightweight carrying case * Colours Grey and 
Rust or Grey and Green * Price 19 gns. tax paid. 
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for jaz collectors ~~~. 


K. & j. J. (Kai and Jay) 
) on LONDON—!2” LP: LTZ-N 15003 
Lover; Stolen bass; Mad about the boy; Yes sir, that’s 
my baby; Gong rock; Out of this world; That's how | 
feel about you; Thou swell; Lope city; It’s all right 
with me. 
with Dick Katz, Milt Hinton, Al Harewood, 
m Wendell Marshall 


J. J. & K. (Jay and Kai) 
on LONDON—I!2” LP: LTZ-C 15007 


, b Bernie’s tune; Lament; Blues for trombones; 
5 { The major; Yesterdays; Co-op; Reflections; 
Blues in twos; What is this thing called love; 
: The boy next door 
D Y 
ayontnewnnnntive with Billy Bauer, Wally Cirillo, Charlie 


most amazing jazz can 
be played by two trom- 
bones and a rhythm section ?— 

i.e. if, of course, you have two play- 
ers with the skill and imagination of 

J. J. Johnson and Kai Winding. These two 
records prove it! This is definitely the 
most exciting new sound in jazz since the 
the last most exciting new sound 


Mingus, Kenny Clarke, Leo Parker, Hank 
Jones, Al Lucas, Shadow Wilson, Lou 
Stein, Eddie Safranski, Tiny Kahn 


J. J. JOHNSON & KAI WINDING 


WZ 


cs 


IN 


®)) 
e 


fb 


~ —_— 


JAZZ SERIES LONDON RECORDS division of 
THE DECCA RECORD CO. LTD., 
1-3, BRIXTON ROAD, LONDON, S.W.9 
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ALTHOUGH time passes so rapidly that it 

seems almost unbelievable, it is five months 
since I last took a hand in this column, thereby 
creating, incidentally, the first occasion on which 
my words of wit and wisdom had failed to grace 
these pages since I commenced writing for 
THE GRAMOPHONE in June of 1930. 

My first endeavour now that I am back must 
be to repeat my thanks to all the many readers 
and others who so kindly sent me letters and 
good wishes during my some illness (I have per- 
sonally answered all those I possibly could) ; 
my second to express my gratitude to those who 
carried on my work for me during my absence. 
That they were unable to deal with many of 
the records I think we should all like to have 
seen mentioned was not their fault. It was 
caused mainly by the long-present and daily 
growing problem of space. 

Nevertheless, it has resulted in an accumu- 
lation of records, the size of which almost 
shocked me back into hospital. My first reaction 
was to throw it out, and make a fresh start with 
the latest issues. But that would have meant 
failing to advise you of too many good things, 
not to mention warning you about some that 
are not so desirable. So, for this month at any 
rate, all this column’s reviews are being cut to 
thumbnail-sketch length to enable as many 
recordings as possib:e to be crammed into the 
still limited space. EJ. 


Steve Allen’s All Star Jazz Concert 


Vol. 1 
**Love Me Or Leave Me ( wg = A (V ee Suir 
Sims) (d); Big Noise 
Haggart, Bauduc) (c); I Want To Be jn af 
Youmans) (a); Sweet 
Bernie, Pinkard, Casey) (b); I Gant < Get 
Long Gone ,(Handy) (V. 
(Pott Mckinl ey) ( That’s a-Plenty 
(Pollack) “ by Ray | Mckinley) (g); Swing 
That Music (Louis Armstrong) (e); Bit Town 
Boogie (Allen (¢) 
(12 in. Brunswick LP LAT8087—37s. 64d.) 


nerson (Duke) (i) ; 


Vol. 2 
**When The Saints Go Marching In (Trad.) (V by 
Lou nV by Be (j); Blues ee Butter- 
field) v by a ee. k); Basin Street 





Blues Ray MecBiniey) (1) 5 ; Lover 
(Rodgers). (ms ; AtS ) (m) ; 
St. James’ Infirmary pA cme ys = 
lin Cow’ Blues (Hagpart) ); The 


(p 
ly Man Blues (Sims) (V by Sylvia Sims) (7); 
South Rampart Street Parade (Haggart) (r) 
(12 in. Brunswick LP LAT8089—37s. 64d.) 


(Am. Decca, * 4 87959/76 ge Ag oo 
personnel : Lawson-Bob Haggart Band: 
Lawson Geen ; Haggart (bass); Bill Stegmeyer (cit) ; H 
Lou McGarity (tmb) ; Pg Stein wh ); Geo 
Bill Buttertield 


Barnes (gtr); Cl man (drs). 

and: Butterfield (tpt) ;. Peanuts (clt) ; 
Cutty Cutshall (¢mb); Stein (pno); Ja cal Lesberg 
(bass); Ray Mc ey (drs). 8/5, 1954. Manhattan 


Centre, New York, during a Steve Allen jazz concert. 


Sorry to start off depressingly, but the best 
I can say of these is: threadbare standards, 
noisy audiences, ragged soli and brash section 
work that make them pretty expensive things 
to expect nearly £2 each for. The best part is 
the trumpet duet on St. James’ Infirmary. The 
rest may be all right for adolescents to gyrate 
to, but is not likely to mean much to the serious 
jazz enthusiast. O.K. 


*xLouis Armstrong All Stars 
“ Getchane At At Symphony Hall” 

***Since I Fell For You (Buddy Johnson) (V by 
Velma Middleton) (a); Tea For Two 
(Youmans) (6); On e Sunny Side Of The 
Street (McHugh, Fields) (V by Aenttoend) (c) 

(Brunswick EP OE9131—11s. 10d.) 
‘~) (Am. Decca 80363), ) a 80365/66), (c) (do. 
72/73)—Armstrong (tpt rney Bigard (cit) ; 
) 6 k Teagarden (tmb) ; Dt. no); Arvell 
Shaw (bass); Sid Catlett (drs). 30/11/1947. Symphony 
Hail, Boston, U.S.A 
\verage pedtidpaccnntiel Armstrong of no 
ouistanding merit, but good enough if Louis 
is vour absolute idol. I never did care for Velma 
Miidleton, though. The rest we’ve heard 
before time and again, crowd noises and all. 
O.K. 
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Reviewed by 


EDGAR JACKSON 


*Louis Armstrong All Stars 
“ Louis Armstrong A At The Crescendo—Vol. 1” 
***When It’s Sleepy Time Down South (Rene, 
Rene, Muse) (V by Armstrong) (a); Jeepers 
Creepers (Warren, Mercer) (V by Armstrong) 
(a); Tin Roof Blues (New Orleans —; 
Kings) (a); My Bucket’s Got A Hole In It 
{C. Williams) (V by Armstrong) (a,; Rose 
Room (Harry Williams, Bg (a); 
Brother Bill eg rme 4 V by Armstrong) 
(a); Lazy River soa g Me ey hy (V by 
Armstrong) (b) ; ain't Wha You Do (Oliver, 
Young) (b) ; Perdido (Lost) (tizel) (b); Blues 
For Bass (Shaw) (0) ; m’t Fence Me In 
(Porter) (V by Velma Middleton and Armstrong) 
(6); in’ At The Savoy (Sampson, 
Goodman) (6 
(12 in. Brunswick LP LAT8084—37s. 63d.) 
“ Louis Aewaiveng At The Crescendo—Vol. 2” 
***Old Man (Armstrong, Randolph) (V by 
phen A Tis Rockin’ Chair (Carmichael) 
V by Armstrong and Trummy Young) 3 
‘est Si Bon (Betti, Hornez, Seelen) (V by 
Armstrong) (c); When You're Smiling 
Fisher, Goodwin, Shay) (V by Armstrong) (c) ; 
en The Saints Go Marching In (Trad.) 
(V by Armstrong) (c); Someday You'll Be 
Sorry (Armstrong) (V_ by oe 4); 
St. Louis Blues (Handy) (d); Ba 
Blues (Russell, Armstrong) (V by gto 
(2d); Big Mama's Back In Town (Armstrong, 
Middleton) “4 by Velma Middleton) (4); Mop! 
Mop! e: etrius, Williams) (d) ; When It’s 
Sleepy Time Down South (V by Armstrong) 


(a) 
(12 in. Brunswick LP LAT8085—387s. 64d.) 

(a) (Am. Decca, tape No. 4145), (b) (do., do. 4146), 
(c) (do., do. 4147), (d) (do., do. 4148 48)—Armstrong 
(tpt) ; | ne oe J Bigard (cit); Trummy Young (md) ; 
Billy le (pno); Arvell Shaw (bass); Barrett 
Deems ue). 21/1/1955. The Crescendo, Los Angeles. 

Still more public Armstrong, and much more 
than I can take at a gulp, especially when one 
track, Mop-Mop, is practically a solo by Deems, 
not a g jazz drummer anyway. Young is 
good, but most of these tracks are pretty wild 
and woolly. O.K. 


*Chet Baker Sextet 
***Tommyhawk (Mandel) (a); Little Man You've 
Had A Busy Day 


(Sigler, Wayne, Hoffman) 


(6); Dot’s  Geeomy (Montrose) (a); The 
Dozens (Holman) (a); I’m Glad There Is 
You mani Madeira) (6); Stella By Star- 
light (Young, Washington) {o) 
(Vogue LP LDE159—29s. 63d.) 
Am. Pacific Jazz, tape Nos. PJ432, PJ433.) 
a)—Baker (tpt); Bud Shank (bar); Bob Brook- 
meyer (valve-tmb); Russ Freeman (pno) ; Carson 
Smith (bass); Shelly Manne (drs). 9/5/1954. Holly- 


be (b)—Same personnel. 15/9/1954. Hollywood. 
With: Baker sounding at ease and assured, 
especially in Little Man and Glad, Shank, 
Brookmeyer and Freeman excellent throughout 
(Freeman’s solos never fail to sparkle) and the 
rhythm section riding happily, on performance 





ABBREVIATIONS 

Acc .. accompaniment pno .. piano 
ao... + alto saxophone tnr tenorsaxophone 
arr... arranger tpt trumpet 
bar ..  baritonesaxophone sd trombone 
bass . peer -bass rad traditional 
- .. ban v vocal refrain 

oe onlameel artiste(s) vib vibraphone 
clt .. clarinet voc vocalist 
drs .. drums vuln — 


gtr guitar azyl .. xylophone 

* indicates microgroove record, 334 LPs and 45 EPs 
are distinguished by the letters LP before the catalogue 
number for the former, EP for the latter. 

Asterisks (maximum five) indicate mainly the re- 
viewers’ opinion of each record as compared with all 
others mentioned, but take into account also how a per- 
formance compares with the general standard achieved 
by the artiste(s) in previously released recordings. 

When known, the date and place of recording, and if 
considered necessary also nationality or race of artiste(s) 
are given following the master number or personnel. 


and OLIVER KING 


this could have been a four-star disc. But it 
loses one because of the not very outstanding 
“ originals ’’, and arrangements of standards 
(Glad by Bill Holman, Stella by Johnny Mandel, 
and Little Man by Johnny Montrose) which, like 
those of the originals, are often more academic- 
ally interesting than melodically enticing. 
E 


Chris Barber’s Jazz Band 
***Ice Cream (Johnson, Moll, King) 
***Saratoga Swing (Ellington) 

(Tempo A132—6s. 3d.) 

(Danish Storyville, numbers unobtainable)—Barber 
(mb); Monty Sunshine (cit); Pat Halcox (tpt) ; 
Lonnie Donegan (bjo) ; Jim’ Bray (bass); Ron 
Bowden (drs). October, 1954. Denmark. 

Though incomparably better than the Colyer 
records made by Danish Storyville, something 
seems lacking here. Jce Cream gets the crisp 
Barber treatment, but it’s not a good enough 
tune to permit a full 10-inch side’s worth, even 
in this band’s capable hands. The other side is 
finely in the Ellington manner, but tends to 
drag slightly. This band has done, and can and 
will do better. O.K. 


unt Basie and his Orchestra 

***Hob Nail Boogie (Harding) (a) 

***Paradise it (Harding, Basie) (b) 

(Columbia-Clef LB10013—6s. 73d.) 
****The Comeback (Two sides) oe Slim) (c) 
(Columbia-Clef LB10017—6s. 7}d.) 

(a) (Am. meet fom C825), () (do. C827)—Basie (pno), 
(organ) : . — alto); Ernest Wilkins (tnr, 
die Davis, Poel Soutien (tnrs) ; Charlie 

Fowlkes feck; Paul Campbell, Ed. Culley, Renauld 
Jones, Joe Newman (tpts); Henry Coker, Benny 
Powell, Jimmy Wilkins (tbs) Jimmy Lewis (bass) ; 
Ruse Johnson (drs). = aga U.S.A 

(c) (Am. Clef 89151-A -B)—Basie (pno); Bilt 
Graham, Royal (altos) ; Frank Foster, Frank Wess. 
(tnrs) ; Fowlkes (bar) ; Culley, R. Jones, Thad Jones, 
Newman (tts) ; Coker, Bill Hughes, Powell (tmbs) ; 
Freddie Green (gir); Eddie Jones (bass); Sonny 
Payne (drs). 1955. U.S.A. 

The Comeback is the comeback of the Basie 
blues tradition, as inaugurated in 1936 by 
Jimmy Rushing, and now resuscitated by 
Count’s latest and greatest blues singer, Joe 
Williams. Note, too, the new swinging beat that 
Freddie Green’s guitar gives the rhythm section. 

The earlier (1952) recorded Hob Nail and 
Paradise Squat were made as showcases respect- 
ively for Basie’s boogie piano and Eddie Davis’s 
tenor backed by Count’s organ. Except for the 
different piano solo, the Hob Nail arrangement 
i; the one Basie recorded for Columbia in 1946 
(unissued here). The previously unrecorded 
Squat is a riff which, despite the rather poor 
reproduction on both sides of this 78 disc, 
swings as most such things by the Basie band 
invariably did. E.J. 


** Battle of the Saxes ” 

**Illinois Jacquet and his All Stars: Flying 
Home (Goodmin, Hampton) (a); Blow, 
Illinois, Blow (Jacquet) (b); Goofin’ Off 
(Gais) (d); inois Blows The Blues 
I nn (c) 

‘Lester Young Sextet: D.B. Blues (Young) AO : 
Lester Blows Again (Young) (e); On Th 
— wee - e Street (McHugh) if): 

mpin’ th Symphony Sid (Young) (/) 
(Falsted LP TDLSvO1ae bbe 0}d.) 

(a) (Am. Aladdin 31, 3b)—Jacquet (tow) 5 Arthur 
Dennis (bar.) ; Russell Jacquet (tpt) ; ena 
(tmb); ‘** Sir Charles ’’ Thompson pA.» 
Livingston (or) Billy Hadnott (bass) ; Johnny Otis Otis 
(drs). 1945t. Hollywood. 

(b) (do. S7AL} Jacquet (tnr); Jimmy Powell 

); Leo Parker (bart) ; R. Jacquet, Fats Navarro, 
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Joe Newman (tpis); Thompson (pno); Freddy 
Green (gir); Al Lucas (bass); Shadow Wilson (drs). 
1/4/1947. U.S.A 

(c) (do. 138AL), 74 (do., number untraced)—Jacquet 
(tnr); Thompson (pno); Green (gtr) ; Lucas (bass) ; 
Wilson (drs). Same session. 

(e) (do., Catalogue No. 123)—Young (tnr); Vic 
Dickensen (tmb); Dodo Marmarosa (pno); Freddy 
Green (gir) ; Red Callender (bass) ; Henry ‘*Tucker’’ 
Green (drs). December, 1945. Hollywood.- 

(f) (do., do. 164)—Young (tnr) ; Argonne Thornton 
(pno) ; Freddy Lally (gir); Rodney Richardson 

Lyndell Marshall (drs). December, 1947. 
New York. 
t Erroneously given on sleeve as bass-sax. 


The two tenor men here represent a complete 
contrast in styles. Young is the master of the 
subtle understatement and never sounds forced, 
while Jacquet is the brash exhibitionist. 
Musically, this is not impressive for either man, 
for only On The Sunny Side shows the leading 
participant at his best. E.J. 


*Bob Brookmeyer Quintet 
Steeple Chase (Parker) (a2); Loverman (Ramirez) 
(a); 9.20 Special (Basie) (6); I Never Knew 
‘Fio Rito) (6) 
(Vogue LP LDE173—29s. 634.) 

(a) (French Vogue for Am. Blue Note, tape No. 
BNLP7021-AX), (b) (do. do. BX)—Brookmeyer (valve- 
tmb); Henri Renaud (po); Jimmy Gourley (gtr) ; 
pe Mitchell (bass); Frank Isola (drs). 5/6/1954. 

aris 


Brookmeyer is always a swinging and 
inventive musician, but the tonal limitations of 
the valve trombone become all too apparent on 
this LP. He plays well on these numbers with 
good support from the rhythm section, but 
another horn would have made for a much 
needed variety of sound. 


xClifford Brown Ensemble 
*“*Gone With The Wind (Wrubel, Magidson) (b) ; 
Joy Spring (Brown) (a); Finders Keepers 
2 Me (a); Blueberry Hill (Lewis, Stock, 
Rose) (6) ; Tiny Capers (Brown) (b); Bones 
For Jones (Brown) (6); Daahoud (Brown) (a) 
(Vogue LP LDE158.—29s. 6}d.) 


(Am. Pacific Jazz, tapes Nos. PJ438, PJ439). 

(2)—Brown (tpt); Zoot Sims (inr); Bob Gordon 
(bar); Stu Williamson (valve-tmb); Russ Freeman 
(pno); Joe Mondragon (bass); Shelly Manne (drs). 
12/7/1954. Hollywood. 

(6)—Personnel as for (a2), except Carson Smith (bass) 
replaces Mondragon. 8/8/1954. Hollywood. 


Good solo work by Sims and Gordon, and 
even better by Brown, backed by a first-class 
rhythm team, and all excellently recorded, give 
much of this record an enticing combination of 
warmth and (especially when Brown is heard) 
energy. But too often the soloists get entangled 
in over-ambitious tricks by a would-be clever 
arranger which aggravatingly ar the 
continuity. E.J. 


*Dave Carey Band 

****Kansas City Kitty (Leslie, Donaldson) (a); 
Hesitating Blues (Handy) (b); Old Spinning 
Wheel (Hill) (c); Bessie Couldn't Help It 
(Warner, Richmond, Bayhn) (kh) ; Kater Street 
Rag (Moten) (e) ; Dardanella (Fisher, Bernard, 
Black) (g); Blue Bell Blues (untraced) (d) ; 
Joshua Fit De Battle of Jericho (Trad.) (/) 

(Tempo LP LAP4—29s. 6}.) 


(a) (Vogue VOG200), (6) (do. 201), (c) (do. 202), 
(ad) (do. — (e) (do. 204), (f) (do. 205), (g) (do. 206), 
(kh) (do. 7)—Carey (drs); Tony jibbons (c it) ; 
Johnny Goda (tpt); Tony Milliner (tmb) ; Pat 
Hawes (pno); celeste, voc on 205 and 207); * 
pod Mack (bjo, gtr) ; Eric Starr (bass). 
London. 


Banjo ” 
21/7/55. 


This is the first disc by another British 
traditional band, and I must say it is an auspici- 
ous début. Especially i in Kater Street Rag, the 
ensemble kicks along nicely, and the piano solo 
on this track is full of confidence. The trombone 
is a trifle weak in Dardanella, but this lovely old 
tune is given a pleasing treatment, despite a 
rather spiky clarinet. Blue Bell Blues offers the 
unusual contrast between clarinet and celeste, 
and it is most effective. The rest are somewhat 
unusual, but good, tunes that are readily suited 
to the idiom. 

Maybe this band isn’t the greatest thing that 
ever happened. But at least let us praise its 


The GRAMOPHONE 


ability and enthusiasm, These qualities are too 
often missing from traditional bands, British 
variety. O.K. 


*Benny Carter and his Orchestra 

***Looking For A Boy (Gershwin) (V by Maxine 

Sullivan) (c); Who's Sorry Now? (Snyder, 

Ruby, Kalmar) (b); Twelve O’Clock Jump 

(Carter) (d); Diga Diga Doo (McHugh) (a) 
(Parlophone EP GEP8566—10s. 54d.) 

(a) (Am. De Luxe 168), (b) (do. 169)—Carter, 
Willard Brown, Don Byas, Flip Phillips, Russell 
Procope, Tony Scott (reeds); Emmett Berry, Neal 
Hefti, Joe Newman, Shorty Rogers (pis); Alton 
Moore, Dicky Wells, Sandy W: wet: ing 
Young (imbs); Sonny White (po) ; Casey (gtr) ; 
John Simmons (bass); J. C. Heard rs). 7/1/1946f. 
U.S.A. 

(c) (do. 172)—Personnel as for (a) except Dexter 
Gordon (inr) replaces Phillips; Al Gray (tmb) replaces 
Wells; Freddy Green (gtr) replaces Casey. 8/1/1946t. 
U.S.A. 


(ad) (do. 237—Carter (alto); Bumps Myers (inr) ; 

illard Brown (alto, bar) ; Paul Cohen, Ira Petti- 
ford, Walter Williams (tpt); Al Gray, Clarence 
ian (tmb); Sonny White (pno); James dy 

(gtr); Thomas Moultrie Any Percy Brice (drs). 
August, 1946. U.S.A. 

+ Erroneously given on sleeve as 1943. 

Despite the impressive line-up, these sides are 
little more than competent big band perform- 
ances. Carter is his usual elegant self on two 
tracks and a tenor player is effective. The bands 
certainly swing, but they sound rough in places 
and are all too obviously pick-up group. 


Keith Christie rtet 
****Salty Serenade (Ellington) (a) 
****Drop Me Off At Harlem (Ellington) (b) 
(Esquire 10-467—6s. 3d.) 


(a) (Esquire 789-2), (6) (do. 795-3)—Christie (tmb) ; 
Johnny Dee (alto); Bill Sutcliffe (bass); Allan 
Ganley (drs). 36/7/1955. London. 

Two excerpts from the Keith Christie 
** Homage To The Duke”’ Esquire LP20-047, 
which missed a review while I was away. 

They have Johnny Dankworth—named 
Johnny Dee on the label, but you can’t mistake 
the Dankworth elegance as he and _ his 
ex-trombonist Keith Christie (turned modernist 
following the break up of the traditional-style 
Christie Brothers Stompers some two years ago) 
present the modern idea gracefully and more 
interestingly than you might expect from just 
alto and trombone supported only by bass 
and drums. EJ. 


*June Christy and Stan Kenton 
**Ev’ry Time We Say Goodbye (Porter) (6); 
Lonely Woman (Benny Carter, Ray Sonin) (0) ; 
Just The Way I Am (Troupe) 3 ; Angel Eyes 
(Dennis, Brent) (d); Come To The Party 
re, Green) (c); We In A Shadow 
(Rodgers, Hammerstein Il) (a2); How Long Has 
is Been Going On? — (f) 
(Capitol LP LCO802 25s. 0 d.) 

(a) (Am. Capitol 13824), (), vod 13837), (c) (do. 
13838), (¢) (do. we ay (e) (do. 13840), (f) (do. 13881), 
(g) (do. 13882)—June Christy (voc); Kenton (pno). 
Circa late 1955. U.S 

June Christy “one not a good enough singer and 
Stan Kenton not a sympathetic enough accom- 
panist for the two of them to be left on their 
own. Miss Christy shows that for all her rich 
and emotional voice she is not a versatile 
enough artist (nor does she phrase well enough) 
to hold up a LP of seven ballads. Stan Kenton’s 
too often over-dramatic and forced ideas on 
piano accompaniment do nothing to relieve the 
monotony. Indeed the record only proves what 
a mistake it is to hope that artists will sell on 
their reputation especially when they are, as 
in the case of Miss Christy, taken out of their 
depth, and in the case of Kenton cast in réles 
that do not suit them. EJ. 


*xKen Colyer’s Jazzmen 
**Red Wing (Chattaway) (d); Corrine Re 
(McCoy, Chatman) (V by Colyer) (c); It Looks 
Like A Big Time Tonight (Trad.) i)? 5 ‘Cradle 
mn (Brahms) (a) 
(Decca EP DFE6299—10s. 5}d.) 


(a) (Decca DR20059), (6) (do. DR20563), (c) (do. 
DR20564), (4) (do. DR20565)—Colyer (tpt); Ian 


April, 1956 


Mac Duncan (imb); John Bastal e 


Wheeler (cit) ; 
Stan Grieg (drs). 


(6jo) ; Dick Smith (bass) ; 
19/4/1955. London. 

Red Wing and Big Time I’ve already reviewrd 
as a 78; the others are best forgotten. Stuf 
like Brahms’ Cradle Song treated thus can oniy 
do immeasurable harm to the jazz cause. If it 
were good, well-played jazz I wouldn’t mind 
so much. O.K. 


*Ken Colyer’s Jazzmen 
If I Ever Cease To Love (Trad.); (a); My 
Bucket’s Got A Hole In It (Clarence Willianis) 
(V by Colyer) (2); Wild Cat Blues va 
(c); Wabash Blues aa Ringle) (d 
(Tempo EP EXA31—13s. 73d.) 

(a) (Danish Storyville, number unobtainable), (6) (do.), 
(b) (do.), (a) — )—Colyer (tpt); Monty ag TY: 
clt ris Barber (tmb.; Lonnie Donegan (bjo.) 
Jim’ Bray (bass.); Ron Bowden (drs). 19/4/1953. 

Denmark. 
(c) (do., do.)—Monty Sunshine Trio: Sunshine 
(clt) ; Donegan (bjo); Bray (bass). Same session. 
Note : (b) and (d) available also on Tempo A126; (c) 
available also on A125, with St. Philip Street Breakdown 
(also by Sunshine Trio). 


That boxy Danish recording and the general 
fuzziness are in evidence again. Sunshine breaks 
through the clouds, and is worth listening to, 
and no doubt the others were, too, in the 
studio, but the general effect is so shapeless that 
it’s difficult to say. Hence no rating. O.K. 


*Bob Cooper 
****I¢’s d-Lovely (Porter) (c); "Round Midnight 
Midnight (Monk) (d) ; Hot Boy (Cooper) (a); 
Thing (Ellington) (6) 


It Don’t Mean A 
(Capitol EP EAP1005—11s. 10d.) 


(a) (Am. Capitol 13745), (6) (do. 1980)--Gow 
wr). loess English-horn) ; Bud Shank ( 


TF 5 

Wi 

(drs). 
(c) (di 


per 

alto, flute, tnr); 

Giuffre (inr, clt, bar); Stu Williazasor, (tpt, 

Bob Enevoldsen (tmb, tnr, bass-clt); Claude 

mson (no); Max ett (bass); Stan Levy 
Bag one Hollywood. 

13966 )—Cooper, Shank, Giuffre, Enevoldsen; 


Graas (French horn); C. Williamson (pno). 


13/6/1955. Hollywood. 

(a) (do. 18645)—Personnel as for (c), ex a a 
Pena (bass) replaces Mondragon. 14/6/1955. omen 

If Bob Cooper didn’t choose his associates 
here for their versatility, he certainly made 
good use of it. He did all the scoring for 
the 8-tune LP of which this English Capitol 
EP is a half, and he made full use of the range 
of colours made possible by the fourteen 
instruments played by the five-piece front line. 
At times it gets a bit of a “‘ look what I’ve got 
and what I can do with it’? show-off. But 
generally the writing is skilful and not too arch 
or too contrived 

And the performances are excellent. Cooper 
has seldom if ever played better tenor on 
record, and all the other soloists are good, 
especially perhaps the always blithely a 
Claude Williamson. E.J. 


hBenny Green and his Band 
l-a-Licks (Unstated) (a2); Pennies From 


Johnston) (a); Green 
Junction (Unstated) (bd); Flowing River 
(Unstated) (6) 


(Esquire EP EP92—13s. 73d.) 

(a) (Am. Prestige, tape No. PREP1343- nA), (b) (do. 
do. -B)—Green (imb); Eddie ** Lock, * Davis, 
‘* Big Nick *’ Nicholas (tmrs) ; Rudy illiams (bar) § : 
Teddy Brannon (jno); Tommy Potter (bass) ; 
Blakey (drs). 5/10/1951. U.S.A. 

Its a pity this had to start with, or for that 
matter include at all, Whirl-a- Licks. This 
mad-paced tear-up is no credit to anyone con- 
cerned. Pennies and Junction are the best 
tracks—the former because it has the best 
Green trombone on this disc, the latter because 
its an ingratiating riff that allows this bright 
little group to rock coaxingly. EJ. 


* Woody Herman and his Orchestra 
** Road Band” 
***Opus ~~ yy ae Silver) (6); I'll Never 
Malneck, Signorelli) (@); 
Ralph a) (c) 
(Capitol oP. EAP1009—1\1s. 10d.) 
(a) (Am. Capitol soese —Herman (leader); Dick 
Hafer, Richie lack Nimitz, Bill Perkias 
(reeds) ; ; Bill Castagnino, Dick Collins, John How«'l, 


(Burke, 





